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century, under the reign of information technology, the fundamentals of novelistic design
seem to have changed, as the concept of fictional narrative has begun to yield to the
values of high-tech development. Emphasis has shifted from narration to construction,
from story to functional design and, thus, the novel is becoming a designed construc-
tion. Some writers have begun to recognize opportunities for a new kind of fiction
and to acknowledge the computer’s presence as part of the material culture, as an
instrument that can assist them in furnishing the fictional world and in establishing
new shared assumptions between text and the reader.

The structure of Winterson’s novels offers a non-linear alternative to chronological lin-
ear plot: a spiral structure that unfolds to reveal the self-organizing dynamics of a plot shaped
by the language. Winterson’s novels have been deemed inconsistent and pulpy not only
because they always seem to be subject to frequent intrusions from the author’s self-reflex-
ive commentary, but also due to the fragmentary nature of her discourse. Although for
Winterson fragmentation is a technique meant to engender complexity, the critics seem reluc-
tant to acknowledge its beneficial implications and unable to perceive its instrumental role
in the development of the novel. Their insistence on the simplification of this complexity
mirrors a nostalgic desire for a return to the framework of realistic novels and constitutes,
in our post-modern times, what Katherine Hayles, resorting to a term used in the history
of archaeology, calls a “skeuomorph”—an ornamental element which retains old design
features no longer required by the new structure, solely for their comfortable familiarity.*

In Oranges Are Not the Only Frust, Winterson’s first novel,’ for instance, the story
of Jeanette’s growing up in an enclosed religious community blends with narrative strands
imbued with mythical overtones, with fables and tales inspired by folklore, resulting in
a combination of disparate narrative fragments which, notes Dominic Head, deeply upsets
the readers’ hold “on normative social reality” as it calls upon “a higher kind of psy-
chological truth.”® Winterson’s narrative philosophy, shows Kim Middleton Meyer,
“insists on a poetics of uncertainty:™"

Thaz is the way with stories; we make them what we will. It’s a way of explaining the
universe while leaving the universe unexplained, it’s a way of keeping it all alive, not
boxing it into time. Everyone who tells a story tells st differently, just to remind us that
everybody sees it differently. Some people say there are true things to be found, some
people say all kinds of things can be proved. I don’t believe them. The only thing for
certain is how complicated it all is, like a string full of knots. It’s all there but hard to
find the beginning and impossible to fathom the end

An artist of narrativity, Winterson “employs the post-Einsteinian conception of the
plasticity of time™? and thus departs from the temporal and causal sequence of narra-
tive convention, combining shards of personal history and fragments of individual
experience with fabulous stories and myth, in an attempt to activate a sense of mystery
in the mundane. The spiral, a form that “is fluid and allows infinite movement” is the
“alternative visual metaphor” used by Winterson, and the story of Winnet, featured in
Oranges, claims Head, shows exactly how this new narrative technique functions: “Winnet,
adopted by a sorcerer who subsequently banishes her ... chooses to find a different
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