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            Introduction

            ANN HEILMANN

         

         
            At what point does fact drift into fiction, possibilities become translated into probabilities, one kind of reality give place to another? What and where is the borderline between biography and a novel? (p.3)

         

         The question that opens Lucy’s Nose (1992) is key to Cecily Mackworth’s experimentation with a narrative method in which biography and fiction, historical record and creative reimagination, speculation and self-reflection are closely intertwined. Following on from Spring’s Green Shadow (Mackworth’s 1952 novel),1 this second of Honno’s ‘Welsh Women’s Classics’ reprint edition of the author’s work focuses on a text that combines novelistic with biographical and autobiographical traits. If the earlier book’s first-person narrative explored the protagonist’s inner development through her relocation from a south-Walian village to the French metropolis, Lucy’s Nose invites the reader on multiple journeys across space and time undertaken by multiple characters, including the author who as its narrator assumes the role of a character within the story. The multiple boundary crossings performed by the text move beyond the biographical novel (biofiction; biographically informed fiction about real-life people) to include autofiction (autobiographical fiction which ‘blends truth and fiction in a highly self-conscious way’),2 neo-Victorian fiction (contemporary fiction set in or viiiengaging with the Victorian and wider nineteenth-century period) and psychoanalytical fiction (fiction inflected by psychoanalytical theory or criticism). What these literary forms have in common is their intermediate nature (they all act as bridges between fact, interpretation and invention) as well as their preoccupation with the narrative reconstruction of past lives: personal and experiential, historical, imagined.3 Memory, and processes of memory representation and memory retrieval, play a significant role in each. They are all metafictions, that is, self-referential fictions that pointedly draw ‘attention to [their] status as artefact[s] in order to pose questions about the relationship between fiction and reality.’4 Mackworth’s opening sentences thus combine a writerly self-reflection (now what kind of work have I actually produced?) with an invitation to the reader (will you join me in this search for answers?) and a playful self-declaration (what is to follow is not as straightforward as it might appear). And so we are drawn into the magic circle.

         In Lucy’s Nose biography, historical investigation, autobiography and the memoir,5 fiction and philosophical reverie are deliberately blurred in order not to deceive (as the fake memoir or fake autobiography does)6 but, rather, to startle, tease and undeceive readers in their preconceptions about the immutability of ‘truth’ and ‘fabrication’, highlighting their essentially porous nature instead. Mackworth seeks to absorb us in a story of discovery while at the same time encouraging us to reflect on the operations of memory, the influence of the past on the present, and their literary representation. Thrown into relief from the start, this metafictional engagement is developed further in the first chapter’s account of how a historical project, conceived as a ix‘modest piece of research’ (p.3)7 into one of Sigmund Freud’s women patients, turned into the construction of a fictionalized ‘parallel story’ (p.10) that then stirred up and became overlaid by the author’s personal recollections, leading to the realisation that all the constituent parts of the resulting narrative coalesce in the text’s interrogation of temporality and the way time affects individual and collective identity (pp.11-12).

         Who, then, was Lucy? Both ‘research’ and ‘parallel story’ revolve around a Scottish governess in late-nineteenth-century Vienna whom Freud treated for a nose and smell disorder in the early 1890s. Given that all we know about the historical Lucy derives from Freud’s case study, Mackworth’s text is also about Freud and the curious gaps in his analysis. More broadly, the biofictional narrative centred on Lucy and Freud enables a wider reflection on the complex ways in which time, space and memory interact. Set across a century’s timespan, Lucy’s Nose is, further, a commemoration of Vienna and the transformations undergone by the city and its inhabitants. Finally, and crucially, it is deeply invested in the thoughts and experiences of the author-narrator who not only is unable to ‘keep [her]self out of the affair’ (p.12) but whose narrative voice, thoughts and memories are integral to the Lucy story.

         Published originally in 1992 by Carcanet,8 in the final decade and a half of the then 81-year-old Mackworth’s prolific writing career as a journalist, memoirist, war and travel writer, poet, novelist and literary critic, Lucy’s Nose revisits the case study of ‘Lucy R.’ in Freud and Breuer’s 1895 Studies on Hysteria.9 Mackworth imagines a life and afterlife for Lucy in what could be called neo-Victorian autobiofiction: biofiction about historical nineteenth-century personalities, xframed by the author-narrator’s personal recollections and reflections. Perhaps because it is such a profoundly hybrid text that resists neat categorisation, it has escaped critical attention almost entirely.10 Lucy’s Nose engages the reader in a meditation on time by connecting the experiences of the biofictional subjects (Lucy and Freud) with those of the contemporary memoirist-researcher by way of her encounter with an elderly Viennese aristocrat whose life bridges the fin-de-siècle and immediate post-World War II layers of the past. The narrative ranges across three historical periods: Freud and Lucy’s 1890s, the author-narrator’s memory of war-damaged Vienna and the aristocrat’s reminiscences during the narrator’s first Vienna visit in 1946, and her return to the city to undertake research for her book in the 1980s. Trains and travel (as signalled by the cover of this edition) play an important part in the story, literally and figuratively, mapping as they do both the characters’ (inner) journeys and the flow of temporalities that are mediated by the autofictional narrative.

         The coupling of autobiographical and fictional forms of writing has its roots in later nineteenth-century and modernist literature,11 the same period which saw Freud’s own writing experiments with psychoanalysis as a quasi-literary narrative (his case histories, he noted in Studies on Hysteria, ‘read like short stories’).12 Autofiction as a literary concept was introduced in 1977 by the author Serge Doubrovsky in a word play on his own work as ‘autofriction’.13 That it was a French writer teaching French literature abroad (in the United States) who grounded his new mode of writing the self on Freud’s talking cure,14 constructing the psychoanalytic subject as self-analysand,15 finds apt resonance in the Franco-Welsh author-narrator of Lucy’s Nose: Welsh-born and educated in xiEngland, Mackworth spent the greatest part of her adult life in France, was deeply immersed in and wrote about French literature and French literary culture16 and counted prominent French (as well as international) writers among her close friends.17

         In blending together the features of autofiction, neo-Victorian biofiction, and psychoanalysis, Lucy’s Nose raises probing questions about ‘truth’ and ‘authenticity’ with respect to each. Ultimately, all the components of the text – the historical research, the narrative self-construction, the neo-Victorian biofiction, the Freudian memory work – are marked by instability. In its hybridity and play with narrative un/reliability, the text suggests that the only possible means of retracing the past is in and through the imagination. This imagination comes into full force when the author begins to consider Freud’s case study in detail.

         Freud’s account of his psychoanalysis of Lucy R. is the shortest and most truncated case study in Studies on Hysteria. It is not even entirely focused on Lucy since the description of her olfactory hallucinations, her short and uncomplicated treatment and speedy recovery are disrupted by an opening digression about Freud’s difficulties with hypnotizing his patients18 and later lengthy reflections on another patient.19 One of the reasons for Mackworth having felt intrigued enough to want to write a life for Lucy may have been Freud’s startling lack of attention for a patient who, in terms of class, nationality, experience, and general state of composure, did not easily match his ideas of the female hysteric. Why did Freud pay so little regard to Lucy’s family circumstances? ‘Why has she been allowed no identity beyond a given name’? And why, in the first place, ‘did she leave her native Glasgow xiito make the long, difficult and possibly dangerous journey into Central Europe?’ (p.3) The taste for independence and adventure that speaks from Lucy’s geographical mobility would have appealed to Mackworth’s own cosmopolitanism. Did she see in Lucy something of a Victorian forbear?

         Lucy’s voyage out in the 1880s bears some parallels with Mackworth’s in the 1930s and 1940s despite their widely different social backgrounds (Cecily having a succession of governesses, whereas Lucy may have taken up governessing as a means of escaping an uninspiring life in Glasgow with her mother).20 Born into the Welsh gentry in 1911 in Monmouthshire, Mackworth (d. 2006) lost her father in early childhood21 and her relationship with her mother and her later stepfather was strained.22 When her mother sought advice on what to do with her oddly ‘literary’ daughter,23 Mackworth’s suffragette aunt, the 2nd Viscountess Rhondda, came to the rescue. At her suggestion, Mackworth spent her apprenticeship years at the London School of Economics studying for a diploma in journalism while honing her skills by writing for Lady Rhondda’s feminist journal Time & Tide.24 Subsequently she travelled in Central Europe, briefly taking on a summer job as the English-language speaking companion to the daughters of an affluent Hungarian family25 before moving on to Berlin (where, though sleeping through the burning of the Reichstag, she witnessed the rise of Nazi Germany at close hand, boarding with a Jewish widow).26 Later journeys took her to Switzerland, where she met her first husband, a Belgian lawyer and fellow TB sufferer, in a sanatorium.27 Their marriage (in 1935), birth of their daughter and his subsequent death (in 1938)28 are (near-)absent from her work. After staying with her husband’s relatives in xiiiBrussels,29 Mackworth relocated to Paris in the late 1930s and earned her living by teaching English and writing for British and French literary magazines and newspapers.30 Her wartime experience as a refugee escaping from Vichy France (I Came Out of France, 1941) prompted a shift to autobiographical writing,31 while also turning her into a war correspondent. As Angela V. John notes, Mackworth ‘possessed the journalist’s knack for being in places on the threshold of tumultuous change’,32 resulting in a book on Palestine (The Mouth of the Sword, 1949) and a biography of the Swiss turn-of-the-century cross-dresser and explorer Isabelle Eberhardt (The Destiny of Isabelle Eberhardt, 1951). Mackworth’s work was prolific and extraordinarily versatile: alongside political journalism and memoirs, she wrote (and translated) poetry, novels, biography, travel narratives and criticism on Anglo-French and French literature.33 Living in Paris, London and around the world, she was part of the cosmopolitan intelligentsia and international art and publishing worlds.34 Her marriage to a French aristocrat in her mid-forties yielded a further layer of experience.35 She continued writing, adding to her earlier work on French literature (François Villon, 1947) by publishing literary-critical studies on Guillaume Apollinaire and the Cubist Life (1961) and the English influence on French poets, including Mallarmé and Verlaine (English Interludes, 1974). Her late work returned to the memoir format with which she came into prominence in the 1940s (Ends of the World, 1987; ‘Out of the Black Mountains’, manuscript dated 2006, the year of her death). Personal accounts of the author encountered shortly after the publication of Lucy’s Nose describe her as a ‘stately and elegant figure with coiffed white hair’ who was relaxed and xiveasy-going, approachable and warm in conversation, with great curiosity of mind, and who ‘wore her talent lightly’.36

         The heterogeneity of Mackworth’s oeuvre reflects the principle of the accidental encounter that guides the narrator of Lucy’s Nose, culminating in serendipitous (re)discoveries: a literary flâneuseship37 that complements the psychoanalytic processes of memory recovery. Serendipity is a key component of the narrative construction of the different layers of re-imagined and recollected past in the text. It is also an important context for neo-Victorian authors and their endeavour to ‘resurrect’ the culture, literature, and history of the nineteenth century. Like the inverse of a haunting, or the Freudian resurgence of a repressed thought, such serendipity can come to guide our course of thinking. The unexpected repercussions that can develop from ‘merest chance’ (p.11) are embedded in the very title of Mackworth’s book. For while ‘Lucy’s Nose’ evidently refers to Freud’s case study, it also, as John observes, ‘nod[s] to the historical concept known as Cleopatra’s Nose that advocates the importance of chance in determining historical outcomes’.38 The implication, then, is that Lucy’s nose problems and the psychoanalytic process of recovering the original traumata that triggered them may have had a significant impact on shaping Freud’s thinking on hysteria.

         Freud’s ‘Miss Lucy R., Age 30’

         The text starts with the author-narrator’s return to Vienna, probably in 1986,39 to trace the identity and history of Freud’s patient. Why Lucy? Many of the other women in Freud’s case studies (most prominently, ‘Anna O.’/Bertha Pappenheim and ‘Dora’/Ida Bauer)40 have been identified, and Lucy’s case is xvso foreshortened that it begs the question as to what Freud might have omitted. It is the gaps in his narrative and Lucy’s ostensible acquiescence with his hasty diagnosis of her undisclosed feelings for her employer, in other words Freud’s conviction of the ‘unmistakable sexual aetiology’ of Lucy’s nasal disorder,41 that prompt the author-narrator’s interest in ‘the little Scottish governess who arrived in Vienna some time during the years 1880’ to become a case study of ‘olfactory hallucinations’ (p.5). Once apprised of her symptoms (a phantom smell of burnt pudding, then of cigar smoke), it ‘did not take [Freud] long’ to ‘inform her’ that they revealed her love for her employer; to which proposition she ‘meekly agreed’ (p.5). That Lucy’s prior rhinitis had ‘almost certainly’ been treated by his close friend Wilhelm Fliess, a nose and throat specialist convinced of the interdependence of nasal and genital pathologies, may have predisposed Freud to overread Lucy’s case through a sexual lens.42 Though Mackworth does not refer to Fliess’ notoriously botched nose operation of Freud’s patient Emma Eckstein in 1894,43 the soundness of the ‘Herr Professor’s’ judgement and the reliability of his account are called into question: was he ‘telling the whole truth’? (p.5) What did he keep to himself? It is this hidden, suppressed or repressed ‘truth’ that Mackworth seeks to unearth in her own version of events.

         Freud (then thirty-six) records that thirty-year-old Lucy, a middle-class Glaswegian in reduced circumstances, was a governess to two girls in a managing director’s family. Her mother was a remote relative of the director’s wife, who had asked on her deathbed that she ‘take their mother’s place’ with the children.44 The consultation took place over the course of nine weeks from late 1892 to early 1893,45 in a number of xviirregular sessions, because Lucy’s employer’s home was in ‘Outer Vienna’ and she had to wait for opportunities to make the journey.46 In analysis Freud found that her ‘memories had the quality of plastic vividness, that she was a “visual” type’.47 The first hallucination, the smell of burnt pudding, originated from a time when Lucy, unhappy about her standing in the family and intending to leave, was distressed about breaking her promise and abandoning the girls. This came to a head when, just before her birthday, a letter arrived from her mother which the girls playfully withheld, and in the scuffle the pudding they had been cooking burned on the stove. The letter reminded Lucy of her reluctant thoughts of departure, and the smell of burnt pudding became what Freud calls the ‘mnemonic symbol’ of her anxieties.48 Since this incident followed an occasion when her employer had expressed profound gratitude for her work and had seemed to imply more personal feelings, but had then appeared unconcerned about the risk of losing her, Freud surmises that she must be in love with the director. To which she responds with a matter-of-fact ‘Yes, I think that is true.’ (pp.106 and 108)49

         Once Freud’s analysis yields these insights, the smell of burnt pudding recedes, but is replaced by a second olfactory hallucination, that of cigar smoke. Prompted by Freud, Lucy recalls an uncomfortable dinner in her employer’s home when the firm’s elderly accountant, a long-standing family friend with a grandfather’s regard for the girls, bent down to kiss them good-bye, on the lips, and was shouted at by their father, whose sudden, intense rage dismayed Lucy, who felt ‘a stab at my heart’ (p.185).50 The strength of her response convinces Freud that the event conceals another, more significant but repressed memory. This second, earlier incident, Lucy xviiremembers, took place shortly after her employer had raised her hopes for a personal relationship. All the sharper was her disillusionment when he lashed out at her after a lady visitor, in leave-taking, had kissed his daughters on the mouth. The director unleashed his fury on the governess, threatening her with dismissal if anything of this nature were to happen again. ‘The scene had crushed her hopes’.51 This last memory resolves the hysterical symptoms. ‘[W]hen, two days later, Miss Lucy visited me once more, I could not help asking her what had happened to make her so happy. She was as though transfigured. She was smiling and carried her head high’.52 So striking is her transformation that Freud, wrongly, assumes that her employer has, after all, declared himself. But ‘she dispelled my notion. “Nothing has happened. It’s just that […] [w]hen I woke yesterday morning the weight was no longer on my mind, and since then I have felt well”’.53 She explains that her sense of rejection was due to ‘oversensitiveness’; she is still in love with her employer; ‘but that makes no difference. After all, I can have thoughts and feelings to myself’.54

         While, to Freud, Lucy is an ‘over-mature girl’ prone to misreading situations in her need for affection,55 Mackworth’s narrator is struck by her level-headed personality, strength of character and competence for self-analysis. Receptive to Freud’s interpretations, Lucy calmly resists attempts at misrepresentation or provocation (just as she resists hypnosis), dismissing the idea that she might seek to conceal something with psychoanalytic insight into the kernel of Freud’s theory of repression: if she ‘didn’t know’ about her feelings, it was because she ‘didn’t want to know’; ‘I wanted to drive it out of my head and not think of it again; and I believe latterly I xviiihave succeeded’.56 Freud’s conjecture that she is ‘ashamed of loving [i.e. desiring] a man’ is corrected: ‘Oh no, I’m not unreasonably prudish. We’re not responsible for our feelings, anyhow’57 – a point which seems to have resonated with Freud, who later used the same words to help another patient tackle her sense of guilt over falling in love inappropriately.58

         Lucy’s self-affirmation is reminiscent of Jane Eyre. Given the prominence of Charlotte Brontë’s novel as the archetypal governess narrative, it is possible that Lucy was consciously drawing a parallel between poor yet self-assertive ‘plain Jane’ and her own situation: ‘It was distressing to me only because he is my employer and I am in his service and live in his house. I don’t feel the same complete independence towards him that I could towards anyone else’.59 Self-possessed and with a keen desire for independence, Lucy displays marked New Woman60 traits that have been overlooked, probably because she was so different from Freud’s more flamboyant patients (usually daughters from affluent families). What is puzzling to Mackworth is that Freud missed out on some obvious questions. Why, for example, did he not show any interest in getting to the roots of the director’s strange phobia? And what do we make of his complete oversight of the absence of a father in Lucy’s story? Was her affection for her employer connected to her fatherlessness (in a ‘complicated substitution’ of ‘lover [f]or father’ that women lacking fathers, Mackworth wrote elsewhere citing her own experience, are prone to operate)?61 These are questions Mackworth’s narrator seeks to pursue, only to find that all efforts at local research are quickly stalled, with archives ‘bombed, burned, destroyed’ (p.8). In her rereading of Freud’s case study, she becomes convinced that the clue to Lucy’s personality lies in her xixassertion that ‘One can have one’s own private thoughts and feelings’ (p.9)62 and that the ‘real’ story, therefore, is about what she did not say, or what Freud did not record or enquire into. As a result, the narrator finds herself ‘inventing (or perhaps “deducing” would be a better description)’ her own story about Lucy (pp.9-10).

         
Lucy’s Nose: Parallel stories and polytemporality


         In the ensuing neo-Victorian ‘parallel story’ (p.10) Lucy and her environment are fleshed out. The company director requires a name and his factory home a location. The narrator opts for a common surname, ‘Herr Meyer’, and, given the still commutable distance from Freud’s Berggasse in Alsergrund (District IX), decides on Leopoldstadt (District II) as the most likely suburb where the director and his family were based (Figure 1).

         Set ‘between the Canal and the river Danube’, Leopoldstadt was ‘distinctly grand, inhabited by a wealthy middle-class’, mostly Jewish (p.71).63 Since Freud had not yet made a wider name for himself and mainly had Jewish patients, Mackworth surmises that Lucy’s employer was Jewish. With her distant kinship, she speculates that Lucy herself was probably half-Jewish, her ‘laconic’ temperament and concise responses suggesting something of ‘a shrewd, sensible Lowland Scots’ (p.17).

         
            
[image: ]Fig. 1: Detail of Vienna ‘Stadtplan, Gustav Freytag (1894)’ showing Alsergrund (IX), Leopoldstadt (II) and Floridsdorf across the Danube, Wien Geschichte Wiki https://www.wien.gv.at/actaproweb2/benutzung/archive.xhtml?id=Stueck++00002369ma8KartoSlg#Stueck00002369ma8KartoSlg

            

         

         Freud’s account of his psychoanalysis and Lucy’s fictionalized narrative are interlaced with a second parallel story, the author-narrator’s memories of her own first stay in Vienna, in 1946, straight after the end of the Second World War, when she visited the city as a journalist, boarding in a Baroque mansion requisitioned for the British army and the xxpress. It is there that she met the elderly aristocratic owner relegated to the attic, the Baron, who made her his confidante, telling her wistful tales of his splendid youth at the time of Crown Prince Rudolf, the heir to the Austro-Hungarian empire. The Baron, in other words, was a contemporary of Lucy’s and Freud’s, and accordingly finds a place, fleetingly, in the fictional narrative. One winter evening, when Freud and xxiFliess stroll through the city, they find themselves in the Wurstelprater (an amusement park in the larger recreation grounds of the Prater in Leopoldstadt), where they observe two young couples. Freud instantly reads the tell-tale signs of the young men’s overblown bourgeois clothes and refined movements: they are aristocrats in disguise, intent on seducing middle-class girls. His attention briefly lingers on one of the men because of his striking blue eyes, who, the attentive reader surmises due to the narrator’s earlier description, is likely to be the Baron. In another passage, the narrator imagines a transient encounter between Lucy and the Baron when Lucy watches a parade of young officers filing by.

         This is a story with four major characters, then: Lucy, Freud, the Baron, and the author-narrator herself, who admits that, by ‘creating imaginary people in an imaginary city’, she is ‘perhaps creating myself in relation to these’ (p.130). These four characters are brought together across three different time periods: 1892-93 (Lucy, Freud, the Baron), 1946 (the Baron and the narrator) and 1986 (the narrator and her memories or creative visualisation of the other characters). The essential backdrop to all these periods is the city of Vienna. Fin-de-siècle Vienna is presented mainly through Lucy’s, sometimes Freud’s, eyes. The 1946 and 1986 parts of the narrative are conveyed through the narrator’s perspective and her memories. Her overriding impression in 1946 was of bombed buildings, long queues at soup kitchens, the hunger in people’s faces. When she returns in the 1980s, the city is hardly recognizable and its ‘indifferent politeness’ (p.38) disorients her. The very organisation of the city imposes an order that thwarts the potential for chance encounters. Whereas the reimagined Lucy, in the course of her analysis, comes to xxiirecover crucial aspects of her past, the Baron mournfully remembers and recounts his fin-de-siècle past, and the narrator reflects on and retrieves submerged memories of her earlier Vienna visit and of her childhood, Vienna’s citizens appear to have no memory of the past, or perhaps have repressed their memories: ‘It seems as if a whole chapter of history has never happened. Perhaps that is what the Austrians themselves want to believe’ (p.38). With its interweaving of three time periods, the text thus combines neo-Victorianism’s play with cultural and historical memory and its imaginative reconstruction with a reflection on time:

         
            it seems to me that I have really been writing mostly about Time … Time, wavering between the girl Lucy and Lucy the old maid; between the young, uncertain Dr Freud and a later Freud, sure of himself […]; between the young, gay, cruel Baron and the sad old man, wondering what he had done with his life. And I am there too, stage by stage[.] (pp.11-12)64

         

         The textual interlacing of three time periods experienced by the characters variously as lived, narrated and/or historical time establishes what Victoria Browne calls the ‘complex coevalness’ of polytemporality, ‘when shared historical moments are created and forged through the entangling of different histories and temporalities’.65 This polytemporality is predicated on a complex interplay of synchronic (concurrent) and diachronic (chronological) time. Synchronic relationships (like that of Lucy and Freud) are developed through insight into their inner lives, in the process of which their disparity in the gender/power and analyst/analysand xxiiidynamic is neutralized in the convergence of their internal conflicts. For if Lucy is distressed by her insecure position in Herr Meyer’s family and uncertain whether to stay or leave, Freud, who is still painfully working through his psychoanalytic theories, is similarly unsure about his professional standing and the direction he wants to take. A further parallel arises from the need for an affective relationship (with the director for Lucy, and with Fliess for Freud) as a means of addressing these insecurities. The synchronicity of psychological states is coupled with the diachronicity of the other characters (the Baron and the author-narrator), whose inner and outer developments are mapped across different, yet partially overlapping time periods. Just as the changing faces of the city of Vienna visualize the passing of time, so the continuity of the Viennese setting establishes a frame for the ‘resurrection’ of the historical characters.

         A good example of Mackworth’s subtle and complex negotiation of space and time by drawing on the spatial continuum of the city and representative places while blurring the different temporal layers can be found in Chapter XI. This is a dreamlike chapter which sees the author’s historical research come to a halt, leading to the conclusion that ‘I had been wasting my time and energy doing something I no longer wanted to do’ (p.90). Instead of consulting further archives in search of Freud’s elusive Lucy, she decides to focus on her immediate environment and settles down in Café Landtmann (a café with nineteenth-century origins)66 observing the Viennese around her and comparing her impressions with those of her earlier visit to Vienna. Ostensibly the scene is set during the narrator’s 1980s visit, which took place in the xxivspring to summer months (p.84, p.135, p.162, p.208). However, the women she sees laying down their ‘suede gloves’ to light ‘gold-tipped cigarettes’ and who have their hands kissed invoke a much earlier period, the Belle Epoque, while the narrator’s speculation about the ‘youngish’ men’s impoverished childhood experience, with sold or destroyed furniture, conjures up the bleak postwar years of hunger and deprivation (p.91). The passage thus seamlessly interweaves the three temporal settings of the text, the 1890s, 1940s and 1980s.67

         In its polytemporal narrative structure, Lucy’s Nose aligns with Hanna Meretoja’s notion of metanarrative autofiction which ‘reflects on the role of narratives (both fictional and nonfictional) in the processes in which we make sense of our lives’ and is concerned with ‘the relation between the real and the imaginary’.68 This relation is played out in the narrator’s biofictional experimentation with addressing the omissions in Freud’s case study. In fleshing out her protagonist and giving her a life before and after her sessions, the text develops the clues that Freud missed and turns them into the building blocks of Lucy’s story. In other words, the fictional narrative undertakes the deeper psychoanalytic memory work that Freud failed to pursue. There are, first, Lucy R.’s employer’s violent outbursts at seeing his daughters kissed.69 Did he have a phobia about germs, given the prevalence of infectious diseases at the close of the century? One of these was syphilis, and at least one of Freud’s other patients (‘Dora’/Ida Bauer) had a syphilitic father.70 It would be conceivable for Freud to have arrived at plausible assumptions about Lucy’s employer, though he could not tell us so (especially if, as Mackworth’s narrator surmises, the xxvtwo men might have known each other or if Lucy had come to Freud at her employer’s recommendation, as was the case with Dora).

         Mackworth has no such inhibitions. One of the chapters reveals Herr Meyer’s anxieties about syphilis, disclosing his frequent visits to prostitutes. When it transpires that he was previously in the habit of creeping into his servants’ bedrooms, there can be little doubt that he is an unlikely object of desire for a young woman as principled as Lucy. We may begin to wonder what exactly it was that poor Frau Meyer died of. The inevitable outcome of affording the reader such insider knowledge is that the grounds for the historical Freud’s conviction that his patient must be in love with her employer are considerably weakened – how could she be, even if she continues conceding the point? Or, at least, that is what the historical Freud tells us, just as he would later insist on Ida Bauer’s unacknowledged attraction to the sexually abusive older man her father had foisted on her in exchange for his affair with his wife, all the while ignoring the signs pointing to Ida’s desire for and sense of betrayal by that wife. To the reader familiar with this much-discussed case, the historical Freud’s spectacular failure with ‘Dora’ offers a precedent for his (and his fictional counterpart’s) misrecognition of the actual nature of Lucy’s affective ties to her employer. The polytemporality that informs the different layers of the narrative intradiegetically thus also operates extradiegetically, including the reader, who is drawn into the circular flow and interfusion of the historic, lived and narrative time of the characters.

         With so much left unexplored in the historical Freud’s case study, the narrative digs deeper into the question of the xxvifictional Lucy’s feelings for Herr Meyer. How are we to interpret what appears to be her surprisingly meek assent when Freud first confronts her with his supposition: ‘I believe that you are really in love with your employer’ – ‘Yes, I think that’s true’?71 In its fictional resurrection work, Mackworth’s text offers a possible explanation for the historical Lucy’s strange acquiescence with Freud’s presumptuous conclusion. For in the neo-Victorian narrative, this is almost exactly the reply Lucy gives to a fellow train passenger when her opinion is sought about a dispute she has been ‘only half listening’ to: ‘Yes, I expect that’s true’ (p.222). The implication of this fictional encounter is that the historical Lucy’s response to Freud may have been motivated by politeness. Was she over-awed? Did she want to be co-operative in interaction with an authority figure? Was she distracted, thinking about her position in the family, and therefore ‘only half listening’ to what Freud had said? By placing Lucy’s response to Freud into a different context, Mackworth reinterprets the case study, suggesting that in his preoccupation with sexual neurosis Freud may have overlooked key components of Lucy’s backstory.

         This is developed further in the biofictional narrative when Lucy considers Freud’s supposition that she was ‘ashamed of loving a man’,72 i.e. ashamed of her sexual desire. When by herself, she probes her feelings: ‘Would she like Herr Meyer to kiss her?’ (p.218) She is unsure, so imagines him without his clothes. The result is decidedly unprepossessing: in his ‘dispossessed’ state not only would he lack authority; he would, in fact, ‘look ridiculous’ (p.218). Consequently, she ‘finds this imagined Herr Meyer embarrassing, and even unpleasant. She much prefers the employer who fusses about xxviithe children’s health, sometimes shouts at her in the most unreasonable way’ (p.219). The Freudian cliché of the female hysteric’s inescapable sexual desire for a male authority figure founders. There is no trace of sexual attraction.

         What, then, are the complex emotions Lucy associates with the director, given that his apparent indifference to her plans for departure distressed her seriously enough to cause olfactory hallucinations? This is where the missing father comes into play. The reader is given a sense of just what Freud may have missed in his psychoanalysis. For once Lucy has been prompted to recall the past, fragments of unbidden memories of her father emerge in moments of happiness or agitation. The first such memory surfaces when the bustling Christmas celebrations with Herr Meyer’s family make her think of the more subdued Christmases with her mother. This triggers a recollection of her mother musing nostalgically about how ‘different [it was] in your father’s day’ (p.167), which in turn sparks off a much more distant memory, which then blends with her present-day olfactory hallucinations:

         
            she suddenly […] remember[s] something […] from very far away … Tugging at a cracker made of scarlet and gold paper … Her own very small hand and another large one, covered with ginger hairs, tugging too, but not meaning to win. A snap … a crackle … she almost topples backwards, but the prize is hers […] She flinches, because there has suddenly been a whiff of burnt pudding […] It doesn’t come often now and is not nearly as strong as it used to be. Yet she cannot really feel free, because another smell seems to be taking its place, or rather, to be breaking xxviiithrough it, as it is doing at this moment. A faint but unmistakable smell of tobacco smoke. (pp.167-68)

         

         The child’s blissful experience of pulling crackers exhumes a memory of her father’s affection. But something must have happened, given her cheerless adult life with her mother. The loss of the father is then overlaid with Lucy’s current olfactory disorder. In other words, the text encourages us to delve much deeper than Freud ever did, to arrive at the conclusion that Lucy’s decision to leave Herr Meyer’s employ because she feels unloved and her attendant distress at losing her home reawakened her much earlier childhood experience of the loss of her first home following the death of her father (who, as the reader learns as early as the second chapter, suffered a fatal accident at sea).

         Lucy’s second hallucination, the smell of tobacco smoke, is also associated with losing her father, who is, again, blended with Herr Meyer. As a result of the director’s sudden outburst,

         
            everything had been turned topsy-turvy. She had been so comfortably settled, had felt so secure, almost at home. […] Now it turned out that he was ready to blame her for something which could not possibly be her fault. […] There is no security. A scene passes through her mind, so rapidly that it has come and gone in a flash. Her mother … a long wail, almost a screech. ‘You’ll never see your Pa again!’ (pp.197-98)

         

         This memory merges with an earlier one of a parental quarrel, during which the father’s sudden, violent anger unsettled the child. Clearly, then, Herr Meyer’s abrupt transformation xxixrecalls her father’s, and with it the early catastrophe in her life that ensued from his tragic death and the loss of the family home. The two men are linked in her mind as pater familias; consequently, when Herr Meyer erupts in anger, her sense of security is shattered, as it was in childhood, and in her distress the smoking habit both men share assumes ‘mnemonic symbol’ function. Herr Meyer stands in for the lost father. That is what the fictional Lucy means when she tells Freud in their last session that she is still in love:

         
            Lucy knows that […] they [are] talking at cross-purposes. ‘In love’ is as good a word as any other to express the need for a presence and even the impossibility of imagining life without that presence. So she says: ‘Yes, I certainly am, but that makes no difference.’ Then she adds: ‘After all, I can have thoughts and feelings to myself.’ Then she smiles, because she knows her thoughts and feelings are not at all those Dr Freud supposes. (p.224)

         

         The attachment is not erotic but familial. When Lucy realizes that Herr Meyer ‘needs her at least as much as she needs him’ (p.222), her newly-found self-assurance secures the safe home she has been craving. The historical Freud ends his case study with the statement that, when their paths crossed again four months later, Lucy ‘was in good spirits and assured me that her recovery had been maintained’.73 Since the case study withholds further information, we cannot know how long the historical Lucy stayed in her employment. She may have moved posts at some stage, given the existence of a Queen Victoria Jubilee Home for British Governesses, which xxxsuggests that there was demand and a support network for British-born governesses in fin-de-siècle Vienna.74 Mackworth conjectures a gratifyingly fulfilled afterlife for Lucy:

         
            I think Lucy just stayed on in Herr Meyer’s house. I imagine a subtle change in their relationship as the years went by. Herr Meyer ageing […] Lucy ageing too […] Becoming a little tyrannical, quarrelling sometimes with Herr Meyer and generally getting the better of him […] Lucy wears Frau Meyer’s keys at her belt just as she had once – but so briefly – hoped to do. It is to her that the children come for comfort and advice [.] (pp.225-26)

         

         These last details are the most significant marker of Lucy’s success since what she most desired was Frau Meyer’s jangling keyring, her central position in the household and the family. And that is precisely what she achieves when she assumes Frau Meyer’s role as the family’s emotional centre. The narrator imagines a scene many years later when Lucy and Herr Meyer sit together over luncheon. Lucy keeps an eye on his diet, making sure he does not over-indulge. Both girls are married, but Lucy has remained as ‘invaluable’ (p.227) to them as she is to their father. It is Lucy not Herr Meyer whom the youngest entrusts with the news that a baby is on the way and whom the eldest asks round for help with her toddler. In other words, Lucy has the best of all worlds; she is, effectively, Frau Meyer, with all her authority, maternal love and standing in the family, but with none of her sexual duties and attendant health risks.

         Nor does Lucy’s afterlife end there. In the polytemporal paradigm established by the text, Lucy’s lived time overlaps xxxiwith different layers of historical and narrative time. Thus, the narrator wonders whether she would have lived long enough to experience the Second World War. Where was she in 1945, when Vienna was under bombardment? ‘Perhaps she was still alive, though she would have been very old, about the same age as was the Baron when I knew him’ (p.227). Would she have survived the Anschluβ (Austria’s annexation by Nazi Germany in March 1938)? The narrator speculates that Herr Meyer would most likely have been dead and his daughters might have managed to escape, possibly to the US. They would have offered to take Lucy with them, but would she have wanted to leave at her age? Lucy ‘seems to me to have had the stuff of a survivor’ and ‘may have been there in Vienna, perhaps at the very time I was there myself’ (p.228). In a final flourish, Lucy, the Baron, and the narrator are brought together again, in the fictional narrative and in the author-narrator’s ground research. For not only has the Baron kept ‘straying, nameless and imprecise, in and out of my memory, while I was thinking about [Lucy] and searching for her’ (p.229), but he becomes the unexpected means of delivering a missing clue to the Lucy research.

         When, not having progressed with her search for material traces of Lucy, the narrator seeks to discover the Baron’s name and consults the director of the Viennese history museum (Wien Museum),75 she draws a blank. He is more interested in her Lucy project but unconvinced by the idea that Lucy’s employer would have had his home and factory in Leopoldstadt: the director ‘would have lived much further away, probably even somewhere in the new suburbs beyond the Danube’ (p.203). Poring over a map, they hit on Floridsdorf: ‘Even the name, Floridsdorf, suggested flowers xxxiiand trees. Herr Meyer, or his father, or even his grandfather, may well have built his house and founded his factory here’ (p.203). Indeed, a factory had been built there, early in the nineteenth century, which had transformed the former village; could this have been set up by Herr Meyer’s grandfather and have become the source of the family’s wealth?76 But what about the long distance to Freud’s consulting room in the Berggasse? This, the museum director advises, would have been manageable by a steam-driven train to the city, which had been launched in 1891 (the year before Lucy consulted Freud) and ‘started precisely from Floridsdorf, where it had first been constructed, and perhaps invented’ (p.204; see Figure 1). This is how Lucy could have commuted to her sessions, but also the reason why she could only visit intermittently. The more the author-narrator considers the new scenario, the more convinced does she become that Floridsdorf is indeed the historically accurate location. And Herr Meyer’s factory: could this have been the works that manufactured the train carriages?

         Factually, a first steam-train-operated line opened in 1837, connecting Floridsdorf with Vienna from 1838.77 The Floridsdorf works were established in 1869, flourishing in the 1890s.78 The first Floridsdorf engines (‘Stadtbahn’, city link) that later connected to the city rail system when it formally opened in 1898 were built from 1895.79 Though at the time of Lucy’s visits to Freud the ‘Stadtbahn’ was still in planning, Gustav Freytag’s 1894 map of Vienna (drawn up ‘probably’ in 1892-1893, thus at the time of Lucy’s consultation of Freud)80 records two rail links across the Danube, with the Nordwest-Bahn culminating at the Nordwestbahnhof, and the original Kaiser-Ferdinands-Nordbahn in the Nordbahnhof xxxiii(both in District II, Leopoldstadt; Figure 1). Alsergrund had a railway station, too (Franz Josef Bahnhof), and a connection across from the Nordwest-Bahn to the Kaiser Franz Josef line terminating in Alsergrund may have been available once the train had passed the Nordwest-Bahn-Brücke (Figure 1). It would certainly have been possible to travel from Floridsdorf to Leopoldstadt and transit to Alsergrund from there. The journey and further transport would have made it the lengthy and complicated process described in Freud’s case study, thus offering circumstantial evidence for Mackworth’s Floridsdorf hypothesis. While some of the historical details are merged, the neo-Victorian reconnaissance work undertaken by the text thus blends imaginative re-vision (‘entering an old text from a new […] direction’)81 with the archival recovery of material traces that lend the fictional narrative heightened substance.

         
Lucy’s Nose as autobiofiction: Memory sites and meta-psychoanalysis


         The synchronicity of age and place that connects Lucy and the Baron, enabling us to imagine them in Vienna simultaneously, in the 1890s and the 1940s, strengthens the search for each, so that following one trail leads to discoveries about the other. Yet the diachronicity of the setting (the transformations Vienna underwent over time) convinces the narrator of the futility of the belief that it is ever ‘really’ possible to resurrect the past. For when she explores the suburb where she is now convinced Lucy must have lived, she realizes that Lucy’s Floridsdorf has long ceased to exist. The Floridsdorf of the present is a postwar development. The only material reminder of the past (a ‘trace’ in Paul Ricoeur’s sense and as such key to the polytemporal ‘two-way’ movement xxxivbetween past and present)82 is a ‘little Rococo station’ (p.220),83 preserved, as she is told, ‘in memory of a sort of train they used to build here’ (p.210). On admiring the quaint station building, so different from its surroundings, she suddenly recovers a memory of 1946, when she was shown what was then a wasteland, with only the station left intact: ‘I was probably one of the last people in the world who could remember the shattered remnants of the old Floridsdorf’ (p.211).

         The narrative device of the ‘half-remembered glimpse’ of a building (p.212) that sparks a recollection operates what Pierre Nora calls a lieu de mémoire, a memory site created by the ‘play of memory and history’; such a site serves to ‘stop time, to block the work of forgetting, to establish a state of things, to immortalize death, to materialize the immaterial’.84 Nora identifies three types of lieux de mémoire: material, functional, symbolic.85 In Lucy’s Nose, Viennese coffee houses act as material memory sites; as the author-narrator comments, ‘They are bridges, spanning the hundred years within which I weave back and forth, remembering or inventing’ (p.117). The quaint station, miraculously left unharmed in the midst of a battlefield, combines Nora’s first and third, material and symbolic functions. The original Floridsdorf station building (constructed in the 1860s in neo-Gothic rather than neo-Baroque style) was in fact destroyed by fire in 1945 and the station was moved to a new building elsewhere in the late 1950s.86 Given that the actual station had become a casualty of war and other parts of Floridsdorf had survived the bombing (the Floridsdorf works remained in operation during the Second World War),87 the recalled (fake) memory of the little historic building standing erect while surrounded by xxxvchaos becomes a mnemonic symbol of continuity in the face of destruction. Its revivalist architecture is an apt emblem for a neo-Victorian text that merges multiple layers of the individual and collective, imagined and lived past and present into a polytemporal macrocosm of narrative self-referentiality. A site of ‘rememoration’,88 the station marks the complex mechanisms by which memory operates and interacts with the creative mind.

         What starts as archival research with the aim to trace one of Freud’s patients and then turns into a narrative project of imaginative speculation thus blends with a very Freudian account of personal memory retrieval. This act of recuperation underpins the discovery of crucial parts of the history of the research subject, with the researcher-narrator assuming the roles of analysand and analyst simultaneously. Grounded in psychoanalytic processes that are instrumental both to the neo-Victorian plot and the overall narrative structure, constitutes a meta-psychoanalytic text, a text that reflects on and, by means of the author-narrator’s experience, illustrates the psychoanalytic processes that shape the Lucy story. For the same memory resurrection set in train by a visual trigger that prompts the narrator’s recollection of war-ravaged Floridsdorf leads to the recovery/rediscovery of the Baron and his mansion. A variant of the neo-Rococo station, the Baroque chateau is a primary memorial site, reflecting Nora’s material and symbolic purposes of lieux de mémoire. ‘[B]ound intimately with life and death, with time and eternity; enveloped in a Möbius strip of the collective and the individual, the sacred and the profane, the immutable and the mobile’,89 it embodies the interface of all the strands, actors and temporal layers of the narrative. Material and immaterial at once, it is the pivotal memory knot that xxxviunravels the quest for the past. In true revenant fashion, it materialises at the precise moment when the narrator is ready to suspend her quest.

         On her last day in Vienna, the narrator decides to visit Schönbrunn Palace (District XIII), of which she has a ‘vague recollection’ (p.230) as an army barracks in 1946. Once past the gates, ‘I stood there […] seeing it sometimes as it was now and sometimes as it used to be’ (p.231). This double vision alerts her to a fleeting glimpse she had caught on the bus journey. The process of retrieving a deeper memory by way of a related context parallels Lucy’s recollection of the director’s unjustified reprimand through the memory of his rudeness towards his accountant. And like Lucy, the narrator has a plastic, even cinematic, visual memory:90

         
            Somewhere on the way here, blocked in my bus by a traffic tail-back, I had watched [the street] casually […] [S]uddenly, the background […] dropped into place, like the belated descent of a theatre curtain. I remembered railings, and a notice-board and behind these a house at which I had not even consciously glanced. And now the house itself was beginning to intrude into the scene – a window, a patch of façade, fragments caught in an inattentive glimpse … Minutes later, I was back on the street […] The house was barely five hundred yards away. There could be no possible doubt. It was as familiar as if I had left it the previous day […] An exquisite Baroque mansion, painted in ochre, decorated with white stucco mouldings. […] I remembered everything. (pp.231-32)

         

         On talking to the porter, she discovers the Baron’s name and xxxviihears that the latest incumbent has sold the house. Though she is given his business card, she decides against making contact: ‘Better to keep my old friend as he exists in memory’ (p.233). As with Floridsdorf station, she comes to the conclusion that the material past is best left alone, for it is the very materiality of its remnants that removes us from its essence:

         
            To know his name, to have situated his house in a precise […] street, seems to have moved him farther from me rather than nearer. I am almost glad now that there are no records or registers to tell me Lucy’s name and address. She has left me free to recreate her as logic or imagination suggest. Free to convince myself that this indeed was the way it happened, the way it was. (pp.233-34)

         

         In other words, the only possible way to remember the past is through the creative imagination. It is through empathetic imaginative engagement that a creative vision is born which, by blurring and blending genres and temporalities, moves closer to the heart of lived-as-narrated and thus re-membered history than documented facts. The key insights yielded by the Proustian quest for the recovery of ‘lost time’91 are the essential mutability of the historical research and the neo-Victorian story and the way both are filtered through the narrator’s personal experience and psychoanalytic processes of retrieving memories. The exploration of Lucy’s most likely suburb and the history of Floridsdorf are bound up with the narrator’s memories of her earlier Vienna visit and her search for the Baron in the textual present. The narrator’s recollections and the Baron’s 1946 materiality lend the Lucy discovery the stamp of authenticity.xxxviii

         But how do we know that the Baron and his villa actually existed? Or that Mackworth was in Vienna in 1946? In her autobiography she records a brief ‘stop’ in Vienna, probably at the end of the summer of 1932, when she was returning to the UK from her Hungarian summer job and before setting off for Berlin in the autumn of that year.92 There is no record of her being in Vienna in 1946, however. No reference appears in Ends of the World, a memoir about the war and post-war periods, including 1946-47, nor in an Imperial War Museum interview she undertook in 2003.93 In Lucy’s Nose the author-narrator states that she was in Vienna as a British journalist and that the Baron’s mansion was requisitioned for the British army, but as Mackworth had far more assignments with the French press and returned to Paris in the autumn of 1946,94 this becomes clouded in uncertainty too. Was the 1946 visit a private affair, the details of which Mackworth may not have wanted to divulge? If, as John notes, Mackworth was ‘[w]ell-practiced in dissimulation’ and ‘guarded, even disingenuous’ in her autobiographical writing, it would be in keeping with the autofictional mode to ‘hid[e] or camouflag[e] knowingly, even as she appears to reveal.’95 Or was she in Vienna on some sort of undercover mission? Lucy’s Nose refers to a friend who showed the narrator round and was probably a spy (p.97), and in Ends of the World Mackworth recalls that, after her escape from France, the atmosphere in London’s Free French office (the French secret service where she was undertaking clerical work) was so tense that she felt increasingly under suspicion, admitting years later in an interview with the Imperial War Museum that she had indeed been recruited by MI5 to spy on the French.96

         Do we know whether any of this, then, is ‘true’? Does it xxxixeven matter? My reference here is not to the post-truth erasure of documented facts for political purposes, but to Maya Angelou’s point about the power of the writerly imagination in giving shape, colour and authenticity to bodily and emotional experience and thus going to ‘the heart of the thing’.97 To bring this to bear on Lucy’s Nose: while Mackworth’s narrator, though making a highly persuasive case for Floridsdorf as the location of her employer’s home, fails to discover material traces of Lucy herself, her imaginative reconstruction is so vivid that it is difficult to think of Lucy differently. As for the Baron: it is key to the text to withhold his name and the exact details of his mansion; to keep us wondering. For it is the Baron, not Lucy or the author figure, who acts as the central narrative bridge connecting all the characters across the three temporalities of Lucy’s Nose. It is his physical presence, remembered (1946), imagined (1892-93) and rediscovered (1986), that ties together the text’s autofictional, neo-Victorian and biofictional strands. Though he appears a subsidiary figure, peripheral at best to the Lucy and Freud story, and features on less than twenty of the book’s pages, he is pivotal to the narrative coherence of Lucy’s Nose. He enables the ‘narrative side-stepping’ that Christian Lewis argues is a function that can be assigned to minor characters to bring into play ‘alternative plot potentialities, forms of narrative movement, and temporalities’.98

         It is because we take the Baron for ‘real’ that Mackworth’s re-invented Lucy acquires greater reality, too. And yet at the same time our awareness of the biofictional nature of Lucy’s story raises doubts about the Baron’s factual existence – and in turn makes us consider how much of Mackworth’s self-representation might be grounded in imaginative self-creation. xlFor the concluding sentence could be taken to be as much about Lucy as about the author herself: not to have discovered Lucy’s ‘real’ identity leaves her ‘free to recreate’ both Lucy and herself ‘as logic or imagination suggest. Free to convince myself that this indeed was the way it happened, the way it was.’ (p.234) Here, then, the text comes full circle, returning us to its opening words: ‘At what point does fact drift into fiction, possibilities become translated into probabilities, one kind of reality give place to another? What and where is the borderline between [auto]biography and a novel?’ (p.3).

         Conclusion

         Lucy’s Nose takes Freud’s case study of Lucy R. as its point of departure and as a test case for engaging readers in a complex self-referential reflection on the way in which memory and the imagination interconnect in reconstructing lived, narrated and historical time. In its experimentation with autofiction, neo-Victorian biofiction and what in adaptation of the Freudian talking cure might be called a meta-psychoanalytic memory recovery project, the text offers an illustration par excellence of a polytemporal aesthetic as a primary example of neo-Victorian autobiofiction, while also making a significant contribution to the cultural history of narrative explorations of Vienna. As a neo-Victorian autobiofiction, Lucy’s Nose is sustained by the introduction of pivotal memory knots or lieux de memoire that serve as ‘the ultimate embodiment of memorial consciousness’ in the textual universe.99 In her virtuoso mise-en-scène of an underexplored Freudian case study and its as yet unidentified analysand, Mackworth creates a text that in the power of its creative re-vision invokes the Wide Sargasso Sea effect on our xlirereading of Jane Eyre in the ‘preposterous’ process defined by Mieke Bal whereby ‘the work performed by later images obliterates the older images as they were before that intervention and creates new versions of old images instead’.100 The ‘reality effect’101 produced by Mackworth in bringing Lucy to life will leave an inevitable impact on our rereading of Freud’s case study.

         Mackworth’s accomplished exploration of memory and temporality in illustration of key ideas of early Freudian psychoanalysis, combined with her innovative interfusion of literary genres (autofiction and neo-Victorian biofiction) that at the time of first publication were still emerging into full recognition, stand out as the hallmarks of a pioneering text. While breaking new ground, Lucy’s Nose also makes for an exceptionally captivating read. Always entertaining, it delves in turn into social satire, trauma narrative and comedy: ironic in its account of the obnoxious tourists accosting the narrator in Chapter XI; sad in the glimpses it affords us of individual potential lost in war trauma or the prejudice and lack of human kindness that can co-exist with the struggle for political liberation in Chapter XV; humorous in depicting the Baron’s craftiness in reaffirming his moral rights in Chapter VI. May readers enjoy the journey of discovery tendered by this classic of Welsh women’s writing.xlii
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            10 Lucy’s Nose has received no (English-language) academic criticism except for Lucy Scholes’s review and Angela John’s overview of Mackworth’s work below, both 2022. See Scholes, ‘Re-Covered: Lucy’s Nose by Cecily Mackworth’, Paris Review (25 July 2022), https://www.theparisreview.org/blog/2022/07/25/re-covered-lucys-nose-by-cecily-mackworth/ [last accessed 6 December 2025]; Angela V. John, ‘Introduction’ to Cecily Mackworth’s Spring’s Green Shadow (Honno, 2022), pp.v-xli.

            11 See Max Saunders’ discussion of the literary performance of selves of British and French writers of the 1870s to 1930s, a mode of writing Saunders defines as ‘autobiografiction’ in Self-Impression: Life-Writing, Autobiografiction, and the Forms of Modern Literature (Oxford University Press, 2010).

            12 Freud, ‘Fräulein Elisabeth von R.’, Studies on Hysteria, p.231.

            13 The term was first used in Doubrovsky’s Fils; Claudia Gronemann, ‘Autofiction’, in Handbook of Autobiography / Autofiction, ed. Wagner-Egelhaaf, pp.241-42.

            14 The term ‘talking cure’ (for a patient’s process of remembering and retelling, under hypnosis, all the traumatic incidents that had caused the hysterical symptom/s, thus ‘abreacting’ the trauma) was coined by Breuer’s patient Bertha Pappenheim; see ‘Fräulein Anna O.’, Studies on Hysteria, p.83.

            15 Gronemann, ‘Autofiction’, p.242.xliv

            16 In Ends of the World (Carcanet, 1987; pp.113-18) and her unpublished autobiography, ‘Out of the Black Mountains’ (manuscript in private possession, pp.272-81) Mackworth recounts her participation in select (and judging by her ironic account, decidedly eccentric) literary events in the 1950s held at Royaumont Abbey, a former Cistercian abbey near Asnières-sur-Oise in Val-d’Oise, some 30 km north of Paris.

            17 Including the nouveau roman theorist and novelist Nathalie Sarraute (for other literary friends see n.34). The nouveau roman was an experimental French novel that emerged in the 1950s and eschewed literary norms relating to realism, character and plot construction. Prominent proponents were Michel Butor, Alain Robbe-Grillet, Nathalie Sarraute and Claude Simon. See ‘nouveau roman (new novel)’, A Dictionary of Critical Theory, ed. Ian Buchanan, 2nd ed. (Oxford University Press, 2018), https://www.oxfordreference.com/display/10.1093/oi/authority.20110803100240454 [last accessed 8 November 2025]. Mackworth discusses her response to the nouveau roman in her autobiography, recalling that she admired Sarraute’s work ‘so profoundly that I was decidedly intimidated by its author’ when they first met (‘Out of the Black Mountains’, p.274). She later introduced Sarraute to Ivy Compton-Burnett, ‘thus doing my part in creating a whole new manner of writing’ (ibid.). This ‘whole new manner of writing’ is reflected in her own work in Lucy’s Nose.

            18 Freud had observed French neurologists’ use of hypnosis in the treatment of hysteria in the 1880s, most prominently by studying under Jean-Martin Charcot at his Parisian clinic, the Salpêtrière. Though initially a proponent of hypnosis, and a translator of Charcot, he came to distance himself from Charcot’s method under the influence of the Nancy School of psychologists (led by Ambroise-Auguste Liébeault and Hippolyte Bernheim). See Lisa Appignanesi and John Forrester, Freud’s Women (Virago, 1992), p.70.

            19 Other case studies in Studies on Hysteria (such as case 5, on ‘Fräulein Elisabeth von R.’) are also interrupted with the account of other patients, but the overall brevity of the ‘Miss Lucy R.’ chapter (twenty pages as compared to fifty-three pages of case 5) reduces the actual discussion of Lucy’s case to barely fourteen pages.

            20 In her autobiography Mackworth refers to thirteen governesses (‘Out of the Black Mountains’, p.14, p.19).

            21 Mackworth was born in Llantilio Pertholey, close to Abergavenny in south-east Wales. She was barely three years old when her father died at the start of World War I in November 1914 (see John, ‘Introduction’ to Spring’s Green Shadow, p.viii).

            22 As she recalled in her autobiography, her mother was deeply ashamed about her unorthodox daughter who showed so little respect for the ordinary rules of country life: ‘I was undocile and nothing could be done with me’ (p.8); ‘Small points of disagreement were enough to get me labelled “a bit Bolchie”’ [sic]; ‘Then, little by little, this half-amused reputation swelled and became “there’s something with her head” (‘Out of the Black Mountains’, p.10). A particularly poignant experience was the child’s disgust at being daubed with blood at a fox hunt, thus rejecting ‘initiation into the tribe’ (ibid., xlvp.16). The memory of this experience re-emerged forcefully when in adult life she expressed sympathy for the Harry Lime figure in the process of being hunted down in The Third Man, prompting a sharp rebuke from her male companion that recalled the much earlier condemnation by her mother (see Lucy’s Nose, Chapter XVIII, pp.157-58). The relationship between mother and daughter took a further turn for the worse when her mother remarried in 1922, when Mackworth was eleven. The girl could not ‘understand what had happened to my mother. We had never been close, but she had been there, present even in absence. Now it seemed she had been changed by the mere presence of Charlie, as we were supposed to call our step-father. Within what seemed like a few days, everything at home had changed too. Everything was organised to give the impression that it all belonged to him, whereas we all knew it did not. The whole day was planned for his comfort.’ (Ibid., p.23). In the end ‘the situation had [become] so strained that my stepfather and myself could hardly be kept in the same house’, which precipitated her mother’s decision to write to Lady Rhondda (ibid., p.28).

            23 Mackworth, ‘Out of the Black Mountains’, p.28.

            24 Lady Rhondda was by then divorced from Humphrey Mackworth. ‘It was Aunt Margaret who changed my life’, Mackworth acknowledged in her autobiography, recounting how, after starting at the LSE in 1929, she was entrusted with literary reviews for Time & Tide and, thanks to her aunt, found herself in a ‘whirl of smart literary life’ (‘Out of the Black Mountains’, p.37). Sadly, aunt and niece, so well-suited in their respective forms of non-conformity, fell out over a pound that was missing from an account. Rather than admitting an unintended error, Mackworth, haunted by a ‘vision of all the times when I had failed my mother […] burst into tears and rushed from the room and never saw Aunt Margaret again.’ (Ibid., p.40). For further details of Lady Rhondda’s influence on Mackworth see John, ‘Introduction’ to Spring’s Green Shadow, pp.ix-xi. See also her biography, Turning the Tide: The Life of Lady Rhondda (Parthian, 2013).

            25 A post she came by with the help of her first lover, (the later Hungarian economist) Nicholas Kaldor (called János in her autobiography), whom she had met at the LSE (‘Out of the Black Mountains’, pp.41-42).

            26 ‘Out of the Black Mountains’, p.2, pp.52-65. Mackworth was in Berlin for five months from autumn 1932 to early 1933 (the burning of the Reichstag took place on 27 February 1933). Originally intending to join a Jewish friend from the LSE (who then had to accompany her father to Russia), she was first boarding with a German landlady who proudly showed her Hitler’s framed photograph, then moved in with a Jewish widow, speaking English to her son and taking him for walks in exchange for board and lodging. German male acquaintances were scandalized about how she could ‘actually live with a Jew in her home’ (p.57). Following the Reichstag fire she witnessed Nazi storm troopers patrolling the streets and ‘wandered about the streets when I should have stayed at home. I watched everything that was happening and took notes for some future article […] I had caught the journalistic bug’ (p.63). See also Nigel de Lee’s ‘Interview with Cecily Joan Mackworth’, Imperial War Museum (4 April 2003), Reel 1, xlvihttps://www.iwm.org.uk/collections/item/object/80023832 [last accessed 15 November 2025].

            27 There is one marginal reference to Léon Donckier de Donceel in Lucy’s Nose, on p.34. He features indirectly in I Came Out of France and in her autobiography as a means to claim a Belgian passport on her flight from Vichy France. Her daughter, Pascale Léonie Juliette, is mentioned briefly in passing in Nigel de Lees’ ‘Interview with Cecily Joan Mackworth’ (Imperial War Museum, 4 April 2003, Reel 1), https://www.iwm.org.uk/collections/item/object/80023832.

            28 Gordon Bowker, Obituary, ‘Cecily Mackworth’, Independent, 1 August 2006, https://www.independent.co.uk/news/obituaries/cecily-mackworth-410094.html [last accessed 11 November 2025].

            29 In de Lees’ Imperial War Museum interview (Reel 1) Mackworth states that she took her daughter with her when she first moved to Paris in 1938 (Reel 1, https://www.iwm.org.uk/collections/item/object/80023832). The absence of any reference to Pascale thereafter or in I Came Out of France and Ends of the World (where she describes her work in London for the Free French Office after her escape from France) suggests that Pascale may have spent the war years with her father’s family in Belgium. When Mackworth returned to Paris after the war, John records that she was the ‘sole provider’ for Pascale and paid for her boarding school fees (‘Introduction’ to Spring’s Green Shadow, p.xxxii). Mackworth’s autobiography makes no reference to Pascale.

            30 John, ‘Introduction’ to Spring’s Green Shadow, pp.xii-xiii.

            31 Her refugee experience is also described in Ends of the World and ‘Out of the Black Mountains’.

            32 John, ‘Introduction’ to Spring’s Green Shadow, p.xix.

            33 For an overview of Mackworth’s work see John’s ‘Introduction’ to Spring’s Green Shadow, pp.xviii-xx.

            34 Her literary friendships with, among others, Henry Miller, Laurence Durrell, Dylan Thomas, Nancy Cunard, Stevie Smith, Inez Holden, Nathalie Sarraute and Ivy Compton-Burnett are recounted in Ends of the World and ‘Out of the Black Mountains’. Caitlin Thomas once stubbed out a cigarette on her hand when she was in what Caitlin regarded as too animated a conversation with Dylan (Ends of the World, p.42).

            35 In 1956 Mackworth married the Marquis Ebbles Jean Dieudonné de Chabannes La Palice. For further details see John, ‘Introduction’ to Spring’s Green Shadow, pp.xxxiii-xxxiv.

            36 Personal communication by Michael Pugh, Director of the Llangwm Literary Festival, who, then eighteen, met Mackworth at the Parisian English bookshop Shakespeare and Company in 1993. She evidently enjoyed the informality of the occasion and sat back on one of the couch-beds prepared for the company, leaning against a bookcase, with ‘ramrod straight back’, ‘her legs parallel with the floor’, as they exchanged childhood memories of Wales. She mentioned Lucy’s Nose, ‘but lightly, a young Scottish girl in Vienna, Freud and of course the smell of burnt cake.’

            37 The flâneur was a term coined in nineteenth-century France denoting the middle and upper-class man of leisure strolling in the city, observing life. xlviiFor ‘the passionate observer’, the French poet Charles Baudelaire declared in ‘The Painter of Modern Life’ (1863), ‘it is an immense joy to take up one’s dwelling among the multitude, amidst undulation, movement, the fugitive, the infinite. To be absent from home and yet feel oneself everywhere at home; to view the world, to be at the heart of the world, and yet hidden from the world’ (trans. A. S. Kline, 2021), https://www.poetryintranslation.com/PITBR/French/BaudelaireThePainterOfModernLife.php#anchor_Toc56419051 [last accessed 11 November 2025]). In the early twentieth century Walter Benjamin conceptualized the flâneur as the modern urban stroller and consumer of the marketplace (The Arcades Project, trans. Howard Eiland and Kevin Mclaughlin; Harvard University Press, 1999). In Lucy’s Nose the author-narrator assumes the role of the flâneuse in her explorations of Vienna. For the figure of the flâneuse see Lauren Elkin’s Flaneuse: Women Walk the City in Paris, New York, Tokyo, Venice and London (Vintage, 2017).

            38 John, ‘Introduction’ to Spring’s Green Shadow, p.xxxii. The seventeenth-century philosopher Blaise Pascal and later French Enlightenment thought investigated the role chance can play in history, as illustrated with the example of the relative size or shape of a nose. In Classical thought the nose was a marker of character. Cleopatra’s nose serves as an illustration of the theory. If Cleopatra’s nose had been shorter (entailing Cleopatra being less determined a personality), she might not have held on to her dominant role in her co-regencies of the Egyptian throne, in which case Julius Caesar and Mark Anthony might not have fallen victim to her charms and history would have taken a different course. See J. H. Brumfitt, ‘Cleopatra’s Nose and Enlightenment Historiography’, in Woman and Society in Eighteenth-Century France, ed. Eva Jacobs, W. H. Barber, Jean H. Bloch, F. W. Leakey and Eileen Le Breton (Athlone Press; 1979), pp.183-89.

            39 Mackworth refers to the forty-year gap between her visits and consults the ‘Director of the Museum of the History of Vienna’, a Dr Waissenberger (p.200). Robert Waissenberger was the Director of the Museen der Stadt Wien (Museums of the City of Vienna) from 1974 to (March) 1987 (personal communication, Kristina Adler-Wölfl, Leitung Stadtarchäologie, Museen der Stadt Wien). The narrator’s second Vienna visit (undertaken in the spring to summer months; see p.84, p.135, p.162, p.208) must therefore have taken place before 1987. Dr Waissenberger has a picture of Kurt Waldheim in his office (p.201); Waldheim was elected President of Austria in 1986. Summer 1986 therefore is the most likely date.

            40 Breuer’s patient ‘Anna O.’ is case number one in Studies On Hysteria, pp.73-102; ‘Dora’ is one of Freud’s most well-known case histories, ‘Fragment of an Analysis of a Case of Hysteria (“Dora”)’ (1905), in Sigmund Freud’s Case Histories I: ‘Dora’ and ‘Little Hans’, trans. Alix and James Strachey (Penguin, 1977), pp.29-164. For details of the women behind the pseudonyms see Appignanesi and Forrester’s Freud’s Women.

            41 Freud, chapter on ‘The Psychotherapy of Hysteria’, written some time after his analysis of Lucy R., Studies on Hysteria, p.342. Freud noted that at the time of the consultation he was still under the influence of Charcot in xlviiiregarding ‘the linking of hysteria with the topic of sexuality as a sort of insult’ (p.342).

            42 Appignanesi and Forrester, Freud’s Women, p.114. It needs to be noted, however, that Fliess had his practice in Berlin, not Vienna. Fliess visited Vienna for conferences and did treat some of Freud’s patients (most notoriously, Emma Eckstein), but it is more likely that Lucy would have been seen by a Viennese otolaryngologist. - Though Freud initially rejected Fliess’ notion of a close nasogenital relationship, his provocative question as to whether Lucy was ‘ashamed of loving a man’ (Studies on Hysteria, p.182) suggests that he suspected Lucy’s olfactory malfunction of originating in repressed sexual attraction. For Freud’s response to Fliess’ theories see David Howes, ‘Freud’s Nose: The Repression of Nasality and the Origin of Psychoanalytic Theory’, in Nose Book: Representations of the Nose in Literature and the Arts, ed. Victoria de Rijke, Lene Østermark-Johansen and Helen Thomas (Middlesex University, 2000), pp.272-74.

            43 Convinced that Emma Eckstein’s ailments were related to masturbation, Fliess persuaded Freud to let him operate on Eckstein’s nose. When the patient’s post-operative condition rapidly deteriorated, Freud called in a surgeon, who discovered that half a metre of gauze had been left behind, the removal of which led to a life-threatening haemorrhage and permanent health repercussions. Freud was deeply shocked but unable to confront Fliess and instead speculated about the potentially psychic causes of Eckstein’s bleeding (Appignanesi and Forrester, Freud’s Women, pp.119-20).

            44 Freud, ‘Miss Lucy R.’, p.179. The German-language original reads ‘ihnen die Mutter ersetzen’, to replace their mother (Studien über Hysterie, p.93).

            45 Freud, ‘Miss Lucy R.’, p.169, p.186.

            46 Ibid., p.169.

            47 Ibid., pp.183-84.

            48 Ibid., p.184.

            49 Ibid., p.181.

            50 Ibid., p.184.

            51 Ibid, p.185.

            52 Ibid.

            53 Ibid., p.186.

            54 Ibid. The German-language original reads: ‘Man kann ja bei sich denken und empfinden, was man willʼ (Studien über Hysterie, p.97).

            55 Freud, ‘The Psychotherapy of Hysteria’, Studies on Hysteria, p.342. In this chapter, written some time after the consultation, Freud reflects back on Lucy R. and other patients.

            56 Freud, ‘Miss Lucy R.’, p.181. Lucy’s words are marginally adjusted in Mackworth’s text, p.150.

            57 Freud, ‘Miss Lucy R.’, p.182; again minimally adjusted in Lucy’s Nose, p.152.

            58 Freud may have drawn on Lucy’s words in his treatment of ‘Elisabeth von R.’ (Ilona Weiss), impressing on her that ‘we are not responsible for our feelings’ (Studies on Hysteria, p.227) when he discovered that her most severe hysterical symptoms originated in her repressed love for her brother-in-law. xlixThe start of Freud’s treatment of Weiss in the autumn of 1892 (ibid., p.202) initially overlapped with Lucy’s but the consultation extended over a longer period and his advice about not being responsible falls in the third phase (ibid., p.224), so is most likely to have followed the conclusion of Lucy’s case. For the real-life woman behind the pseudonym of Elisabeth von R. see Appignanesi and Forrester, Freud’s Women, p.108. In the German-language original Lucy says, ‘für Empfindungen ist man ja überhaupt nicht verantwortlich’ and Freud seeks to persuade Weiss ‘daβ man für Empfindungen unverantwortlich sei’ (Studien über Hysterie, p.94, p.128).

            59 Freud, ‘Miss Lucy R.’, p.182.

            60 Late-Victorian (usually) middle-class young woman with aspirations for an education and a professional life. Though New Woman novels started to emerge in the 1880s, the New Woman was a cultural and social phenomenon primarily of the 1890s and much debated in the periodical press, decried by conservatives while inspiring the younger generation of women. The New Woman novel was the cultural expression of the Victorian women’s movement and many of the texts were explicitly feminist. See Sally Ledger, The New Woman: Fiction and Feminism at the Fin de Siècle (Manchester University Press, 1997) and Ann Heilmann, New Woman Fiction: Women Writing First-Wave Feminism (Palgrave, 2000).

            61 ‘Out of the Black Mountains’, p.52. Mackworth’s own experience of the loss of her father in early childhood and its impact on her life sensitized her to the significant repercussions of the missing father figure in Freud’s case study of Lucy R. In her autobiography she notes that her father’s death permanently deprived her of a sense of security, which in her adult life took the shape of looking in her lovers for a proxy of the father (p.52). Thus her first (Hungarian) lover was ‘simply a nostalgic image of my father’ (p.41).

            62 Freud, ‘Miss Lucy R.’, p.186.

            63 Mackworth anticipated Tom Stoppard’s play Leopoldstadt (2020) about an extended upper-class Jewish-Gentile family, from its rise in fin-de-siècle Vienna to its persecution following the Anschluβ, ending with a small number of survivors in the postwar years. Like Lucy’s Nose, the text ranges over several periods, engaging with four different points in time: 1899, 1924, 1938 and 1955.

            64 Here and everywhere, my ellipses are in brackets; ellipses without brackets are in the original.

            65 Victoria Browne, Feminism, Time, and Nonlinear History (Palgrave, 2014), p.44.

            66 The Café Landtmann opened its doors in 1873. For a brief history of this inner city café and its owners see https://www.landtmann.at/en/the-landtmann/the-landtmann-story.html [last accessed 27 November 2025].

            67 The paragraph being discussed is on p.91 (‘Women with not a hair out of place […] pretty sure to be false’). This sense of temporal fluidity, or polytemporality, is repeated later on in the same chapter when Mackworth, in strolling through the Volksgarten (a historic public park), remembers dances taking place there during her postwar visit. The passage (‘It seems to lme…resting their feet after a hard day’s sightseeing’, pp.96-97) begins with the narrator reminiscing about a dance scene in 1946. Her 1980s setting merges with the 1940s memory of a young woman’s pair of jeans that drew the admiration and envy of her female companions (‘However did you manage…?’, the implication being that she must have sourced them via a GI lover). Then the narrator’s observation returns to the 1980s and German and American tourists.

            68 Hanna Meretoja, ‘Metanarrative Autofiction: Critical Engagement with Cultural Narrative Models’, in The Autofictional, ed. Effe and Lawlor, p.122.

            69 The most likely reason for the director’s response from a twenty-first-century perspective, that he was concerned about inappropriate adult behaviour towards children, is not considered in Mackworth’s text.

            70 Appignanesi and Forrester, Freud’s Women, pp.147-49; for full discussion of the Dora case see pp.146-67. For Freud’s case study see Case Histories I: ‘Dora’ and ‘Little Hans’, trans. Alix and James Strachey (Penguin, 1977), pp.29-164. Freud’s momentous misreading of Dora, resulting in Ida Bauer breaking off the consultation, makes this one of the most well-known of his cases. Dora’s parents were estranged, with Dora being closer to her father than her mother, who suffered from an obsession with hygiene and cleaning (perhaps unsurprisingly, given her husband’s incurable and highly infectious venereal disease). When Dora was twelve, her father, then at the tertiary stage of syphilis, grew attached to the wife of a family friend. Dora herself was befriended by ‘Frau K.’ who became a close confidante, with Dora sharing a bed on family holidays. When she was sixteen, however, Dora turned against the couple, claiming that Herr K. had kissed her when she was thirteen or fourteen, rubbed against her and at a later stage propositioned her. Herr K. denied the charges and Dora’s father, siding with Herr K., took her to see Freud in 1900. Dora was convinced that her father had implicitly passed her over to Herr K. in exchange for Herr K.’s acquiescence with his affair with his wife. Freud recognized Dora’s resentment of her father and Frau K., to both of whom she had a strong attachment, but entirely misread her response to Herr K., insisting that a ‘healthy’ girl would feel attracted by the sexual attentions of an older man. He also misinterpreted two highly symbolic dreams. After Bauer dismissed Freud, she confronted the K.s and they admitted to Frau K.’s affair with her father and Herr K.’s sexual harassment. In his conviction that she had repressed her attraction to Herr K., Freud had overlooked that Bauer’s real object of desire was Frau K. The case of Dora has received significant critical and creative attention. For an example of the former see Charles Bernheimer and Claire Kahane’s In Dora’s Case (Virago, 1985). For creative responses see Hélène Cixous’ play Portrait of Dora (French first performance in 1976), in Selected Plays of Hélène Cixous, ed. Eric Prenowitz (Routledge, 2004). For a biofictional exploration presenting both Dora’s and Freud’s points of view, see Sheila Kohler’s Dreaming for Freud (Penguin, 2014).

            71 Freud, ‘Miss Lucy R.’, p.181.

            72 Ibid., p.182.

            73 Ibid., p.186.li

            74 I am grateful to Karin Lach, Head of the English and American Studies Library at the University of Vienna, for drawing my attention to the existence of this organisation. Identifiable by their stamp, the institution’s books are held by Vienna University Library.

            75 Dr Waissenberger; see earlier note, n.39.

            76 In May 1894, several villages beyond the Danube (the city’s boundary marker) were subsumed into Floridsdorf, which became a Viennese district in 1904. From the 1870s the wider area developed into an industrial centre. See ‘Floridsdorf’ entry, Wien Geschichte Wiki, https://www.geschichtewiki.wien.gv.at/Floridsdorf#Vorgeschichte [last accessed 27 June 2023].

            77 Stuart Jordan, ‘A History of Austrian Railways’, https://www.gaugemasterretail.com/rightlines-article/history-of-austrian-railways.html [last accessed 25 June 2023]; see also ‘Nordbahn’, Wien Geschichte Wiki, https://www.geschichtewiki.wien.gv.at/Nordbahn [last accessed 1 July 2023]. Founded in 1839-40, the city’s first locomotive factory was located at the Südbahnhof [South station]. ‘Lokomotivfabriken’, Wien Geschichte Wiki, https://www.geschichtewiki.wien.gv.at/Lokomotivfabriken [last accessed 30 June 2023].

            78 ‘Lokomotivfabriken’, https://www.geschichtewiki.wien.gv.at/Lokomotivfabriken.

            79 J. Stockklausner, Die Wiener Lokomotivfabrik Floridsdorf (Eisenbahnkurier, 1982), p.16. For details of the city link, see ‘Stadtbahn’, Wien Geschichte Wiki, https://www.geschichtewiki.wien.gv.at/Stadtbahn [last accessed 14 November 2025).

            80 See Gustav Freytag’s city map on Wien Geschichte Wiki, 3.2.1.1. Pl. 494G. ‘[Vermutlich] 1892-1893’, https://www.wien.gv.at/actaproweb2/benutzung/archive.xhtml?id=Stueck++ 00002369ma8KartoSlg#Stueck 00002369ma8KartoSlg [last accessed 27 June 2023].

            81 Adrienne Rich coined the hyphenated term ‘re-vision’ with reference to feminist revisionary reading and writing in ‘When We Dead Awaken: Writing as Re-Vision’, College English, vol. 34: 1 (October 1972), p.18. The concept also lends itself to being applied to neo-Victorian literature’s ‘re-vision’ of the Victorian and nineteenth-century period from ‘new’, i.e. contemporary eyes.

            82 Paul Ricoeur, ‘The Reality of the Historical Past’, in The Modern Historiography Reader: Western Sources, ed. Adam Budd (Routledge, 2009), p.365. Browne, Feminism, Time, and Nonlinear History, pp.49-72.

            83 A reference not to the original Rococo period (the eighteenth century) but the revivalist style that came into fashion in Austria in the 1830s at the time that saw the first railway line being set up.

            84 Pierre Nora, ‘Between Memory and History: Les Lieux de Mémoire’, ‘Memory and Counter-Memory’, special issue of Representations, vol. 26 (Spring 1989), p.19.

            85 A ‘purely material’ site (like an archive) becomes a lieu de mémoire ‘if the liiimagination invests it with a symbolic aura’; a ‘functional’ site (like a testament) only operates in this way if it is ‘the object of a ritual’. A symbolic element is thus integral to the idea of lieu de mémoire. Nora refers to ‘a commemorative minute of silence’ as an example of a ‘strictly symbolic action’ which ‘serves as a concentrated appeal to memory by literally breaking a temporal continuity’ (‘Between Memory and History’, p.19.)

            86 The original neo-Gothic building was inaugurated in 1865. (If Mackworth’s hypothesis is right and Lucy R. did commute to Freud from Floridsdorf, she would have had the privilege of setting off from a state-of-the-art station, the first to have electric lighting.) However, at the end of the Second World War, in 1945, the left side of the building and station hall were destroyed by fire. Floridsdorf station was subsequently moved elsewhere in Floridsdorf, with a new building opening in 1959. Gerald Pichowetz, ‘Die Geschichte der Nordbahnstrecke’, April 2001, https://archive.ph/20120719192102/http://www.bahn-austria.at/report_picho_nordbahn.htm#selection-13.0-219.11 [last accessed 14 November 2025]. For a sketch of the ‘very first’ station (with arches but otherwise little else to suggest neo-Gothic) and, intriguingly, a 1910 photograph of the ‘second’ station see ‘“Hauptbahnhof” Floridsdorf’, DFZ, Die Floridsdorfer Zeitung, 31 January 2018, https://www.dfz21.at/dfz/hauptbahnhof-floridsdorf/#google_vignette [last accessed 14 November 2025].

            87 Despite heavy bombardment in 1944-45, production was resumed and continued through to the end of the war (Stockklausner, Die Wiener Lokomotivfabrik Floridsdorf, p.11). The works were in operation until 1969 (‘Lokomotivfabriken’).

            88 Nora, ‘Between Memory and History’, p.15.

            89 Ibid., p.19.

            90 In her autobiography, Mackworth noted her ‘unusually retentive memory’ (‘Out of the Black Mountains’, p.2).

            91 See the modernist writer Marcel Proust’s novel cycle, In Search of Lost Time (A la recherche du temps perdu), first published in French between 1913 and 1927.

            92 Mackworth, ‘Out of the Black Mountains’, p.50; see also Nigel de Lees’ ‘Interview with Cecily Joan Mackworth’, Imperial War Museum (Reel 1, https://www.iwm.org.uk/collections/item/object/80023832 ). John notes that after taking her diploma in 1931, Mackworth worked for Lady Rhondda before starting to travel, with her first destination being Hungary (‘Introduction’ to Spring’s Green Shadow, pp.xi-xi). In her autobiography Mackworth records that on her return from Hungary (and flying visit to Vienna) she visited family in Sidmouth (ibid., p.50). She arrived in Berlin in the autumn (ibid., 53) and had been in Berlin for some time before the Reichstag fire took place (27 February 1933).

            93 ‘Interview with Cecily Joan Mackworth’, Imperial War Museum, Reel 3. Mackworth talks about her experiences in 1941-45 and 1947-48 but 1946 does not feature. liii
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