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Virgi Woolf's Views of Consciousness in Relation to t an 'Life{,"

ABSTRACT.-

- Virginia Woolf is most often treated by'critice as a "stream of

consciousness" writer,whose main concern was to represent the

" varying shades of consciousness in tts response to changing ;m—.
- pressions and experience. Otherwise,her contribution is seen to
“lie in her experiments . affecting the outward form of the noyel; _J

for example,the use of the interludes in The Waves. These pre-
suppositions have caused critics to find many things obscure or
unintelligible in her novels. Even sympathetic commentators have'
accused her of "haziness, ‘vague indefinaulity of meaning pre-
cisely the kind of uninterpretable symbolism which is also to be
encountered in other forms of art of the same period. nle

The purpose of this thesls 1s to demonstrate that
the real basis of Virginia Woolf's novels lies in her own theories
about the nature of man and his relationship to his universe: her .
books are intended to express her personal notions of consciousneee,,.
1dentity immortality,society,the world of solid things,and of'the
relationship between art and life. Also, through her novels, her
thought may be seen to form a coherent and developing whole. Thus
the aim of this study is to show that Mrs. Woolf is a philosophlcal

' AOvelist,and that her works of art are essentially novels of ideas.

A recognition of the structure and unity of each-of .,

.her works does in fact depend on a knowledge of these ideas. Con-
- sequently,the body of this thesis is devoted to a close analysis of '

her novels and other writings in order to giscover the nature of her

important notions,and.then to determine the way in which they affect__ o

the content and literary technique of the novels.Attention has

_ been paid to.the part played by her circle of friends,the Bloomsbury
'jiéﬁodp, in forming her ideas,and reference has also been made to rel-
. evant aspects of the literary and social atmosphere .of the times,and
E to the prominent figures - such as G.E.Moore,Bergson,Bradley,and

William James - who contributed mast to the current climate of jdease
The results of this study have enabled definite con-

" clusions to be drawn,and,I believe,have proved this approach to be

successful.On the tasis of this study's findings the ﬁajority'bf what
has been thought difficult and confusing in the novels has here been
clarified,her symbols have been explained, and a new and accurate
understanding of Mrs. Woolf's meaning has been made p0551b1e.Thus in
addition to its purpose of'establishing its main thesis, this study
may largely be considered a complete study of Virginia Woolf.

" The thesis has been organized according to the’
separate novels,partly for ‘the sake of clarity,and partly due to
the coiﬁcidence that there are nine novels;and.nine'separate'sectioqs
in the 1ife-cycle of The Waves. It was hoped that the thesis itself

"Would thus provide an additional illustration af "significant form".

.1,.Auerbach,Erie;Mimesis;Princeton: University Press,1953,-551.'
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1.

INTRODUCTION

Virginia Woolf, even to-day, is most often thought of as an
"impressionist" writer. In thé main she is looked upon by critics as a
skilful explorer of mood and ambience, who also in her day contributed,
in company with such men as Joyce, Eliot and Pound, to the literary
experimentation that is seen to be an especial characteristic of the
nineteen twenties. However, there is a growing feeling, evident in one
or two more recent studies and articles on.this novelist; that these
elements alone are not adequate for a proper understanding of her work,
and that important themes and theories about life, nature and the
Universe form the basis for each of Mrs. Woolf's novels. Bearing this
in mind, it is the aim of this study to establish the still contfoversial
thesis that Mrs. Woolf's books are, in addition to all their other
qualities, novels of ideas, and that Virginia Woolf herself is a
philosophical novelist.

This analysis differs from the small number of previous works
with the same aim in two ways: it attempts a closer, more detailed, and
more concentrated study than any undertaken in the past. Also it tries
to arrive at accurate conclusions about Mrs. Woolf's prevailing themes
by meking use, first and foremost, of the evidence immediately availaﬁle
in her writings, rather than, as has happened previously, by identifying
her with any one school or by suggesting that her work is the expression
of any othér systematic philosophy. Nevertheless, in order even further
to substantiate this study's findings, it will of course be valuable to
discover whether the ideas can be compared with or related to any current
in the contemporary climate of ideas, or, more usefully and significantly,
to those of Virginia Woolf's immediate circle of friends, the Bloomsbury
Group. In short, I hope to demonstrate that, seen as a whole, the work
of this authoress may be considered both as a unique philosophy in its
own right, and yet also as having a definite place in acknowledged
philosophic tradition.

I of course in no way maintain that Virginia Woolf was the first

to see that philosophy and literature need not be separate disciplines.

For instance, in an essay in his book Hours in a Library, her father,
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Sir Leslie Stephen, eminent in the nineteenth century as a man of letters,
critic and biographer, wrote the following:

Under every poetry, it has been said, there lies a philosophy.
Rather it may almost be said, every poetry is a philosophye.
The poet and the philosopher live in the same world and are
interested in the same truths. What is the nature of man and
the world in which he lives, and what, in consequence, should
be our conduct? ... The difference is that the poet has
intuitions, while the philosopher gives demonstrations; that
the thought which in one mind is converted into emotion, is
in the other resolved into logic; and that a symbolic
representation of the idea is substituted for direct
expression. l.

Leslie Stephen, for whom ''movels should be as it were prose

2.

saturated with poetry", might have applied this equally well to the

novel, From his paragraph above he went so far as to draw an evaluative
principle: "a man's thoughts, whether embodied in symbols or worked out
in syllogisms, are more valuable in proportion as they indicate greater

philosophical insight.” 3.

He did, in faect, use this principle to
criticize the novels of Charlotte Bronte in an essay in the same
collection,

His daughter, Virginia Woolf, while reacting in many ways against
his attitudes and his age, as she and her circle conceived it, continued
at the same time much of the broad tradition of ideas in which she had
grown up. There is little in the view above which she would not have
affirmed. In a letter written at the start of her most famous creative
period, she states: "as age increases I do more and more believe in
thought as an element in fiction." Se

I suggest that the knowledge that Mrs., Woolf was a philesophical
novelist - was an original thinker who used the novel form rather than
the treatise to work out, to verify and to embody her ideas about the
world, consciousness, and art - is essential for an understanding of her
creative work, and has been grasped by none of her detractors and few of
her critics. Joan Bennett, for example, in a standard work, says: "It
l. Hours in a Library, II, 250.
2e _p_c:.t., I 20.

3« Op. cit., II 251.
L. Op. clt., III 1.

5. Letter Oct. 30, 1922, quoted by Dorothy Brewster,
Virginia Woolf, 163.




is not then for moral precepts nor for a system of metaphysics that her

reader will look - if he does so, he will look in vain." Of course,
I do not claim that Virginia Woolf's ability with the traditional concerns
of fiction - individual and environment, individual and others - was in
any way vitiated by her wish to cdmprehehd'these within the broader
atmosphere of issues and exigencies which surrounds them. -Rather, the
mettle of her entirely artistic achievement is shown by the way in which
these wider concerns and her approach to them are subsumed and given form
by her art. _

Of course, in identifying the novelist's art as practised by
Virginia Woolf with philosophical activity in this way, we need to be
clear on exactly what we mean by philosophy, and in what way it may be
allied to literary method. Professor Dorothy Emmet, in her book The Nature
of Metaphysical Thinking, has defined this branch of philosophy in a way

which is very relevant to Virginia Woolf's method:

metaphysics starts from the articulation of relationships, which
are judged to be constitutive of an experience or experiences in
a significant way. (I have tried to show what may be meant by
"significance" here by considering the notion of "Importance''.)
A conceptual expression of such a relationship is then extended
analogically as a co-ordinating idea, in terms of which further
ranges of experience may be interpreted; or it may be used in
making a judgment concerning the nature of 'reality'". I am
convinced that metaphysics is in some sense an analogical way

of thinking. 7.

I have included the parenthesis above to show the unity of the
thought in relation to my third quotation from this source. Dorothy Emmet
continues:

Are such analogies not in the end products of the form-creating
activity of the mind, constructing pictures of the world (whether
we call these pictures metaphysical or theological) seen through
the medium of a particular kind of experience? And if we have to
concede a substantial truth in this, have we any warrant to
suppose that such theories can be more than expressions of
particular ways of feeling about the world which, because of some
maybe personal and traditional associations, have seemed to
people significant? 8. '

Professor Emmet casts about to attain and isolate the precise
6. Joan Bennett: Virginia Woolf, 64

7. The Nature of Mataphysical Thinking, ve.
8. %. Cit., 5-6




nature of this significance:

Here we may take up a suggestion of Whitehead's that one
characteristic of "importance" is that it imposes a
"'perspective'. Without some judgment of "importance' we
are presented with mere multiplicity of detail or at
best a dead level catalogue of facts, A judgment of
what is important brings form into multiplicity, whether
in presenting an intellectual theme, or in the practical
conduct of life ... a metaphysical theory develops a
perspective, an outlook on the world in terms of some
co-ordinating analogy with what is judged to be an
important experience. 9.

Such a theory, Dorothy Emmet tells us, can have no direct
justification, but there are criteria by which we can attempt to judge
its efficacy. It must in particular be coherent within itself,
comprehensive in relation to the facts it attempts to explain, and have
immediacy in terms of those ideas which are most stimulating and creative

10.

in that particular age or period. A special integrity is necessary

in the thinker or artist: in the moment of the act of creation of form
"the thinker finds himself saying 'yes' freely with his whole being:" 11.
The necessity for this form is that "Without form, nothing can be grasped;
there is mere vague multiplicity of confused impressions." 12,

Obviously, this method of philosophizing - taking some personal
experience, judged to be in a special way '"'significant'", and deriving from
it a theory about the nature of all human existence - is one which could
well be employed within the ordinery framework of the novel. Dorothy
Emmet calls this method making an "analogy' between our experience and
what might be termed the pattern of the universe. So, on this amnalysis,
poetry and metaphysics become very close. The method that Virginia Woolf
herself made use of in her fiction is, I maintain, very like the one
Dorothy Emmet describes.

A number of salient terms remain after a reading of Professor
Emmet's account: "experience', "relation", "significance', "form",
"reality'', ''perspective', These terms are also those which had central
importance in the aesthetic thought of the Bloomsbury circle, and in that

of Virginia Woolf herself, who was a member of that circle. The -

9. Op. cit., 19.
10. Op. cit., 196-198.
1l. Op. cit., 198.
12, Op. cit., 200.
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correspondence is not coincidental. The explanation of metaphysics which
shows the relationship between all these terms, and also the indivisible
kinship of metaphysics and analogy (dependant siblings: metaphor, simile,
etc.) in their form-creating function, makes clear the place of these ideas
in the activity of a novelist whose concern was not merely through her art
to create form in art, but to create form in life.

In the novels of Virginia Woolf, then, as I shall show,
metaphysics and art are united. As shall be seen, Dorothy Emmet's
explanation makes it possible for us to perceive how Mrs. Woolf looked
upon her writing. To her, too, the "form-creating activity of the mind" 13.
was that most important for both art and metaphysics. In an age where
orthodox religion had been proved meaningless and void - she was, after all,
the daughter of a famous Victorian agnostic - it wés still necessary to
substitute for the old-fashioned faith something firm and central which
would once again give life security and meaning. She found what she sought
in art and metaphysics: they were, in their different but relate& ways,

"forms" which would once more restore "form'" to life.

It is no accident that the earliest work of any length Virginia
Woolf attempted, while still in her teens, was a dissertation on the
nature of God - of God and of change: the conflict between the two concepts.lu'
Her most abiding preoccupation throughout her life, present even in her
final novels,aremained man's unceasing attempt to establish '"form" out of
the chaos of life. Opposing this entirely human struggle were the
continuing ravages of time and change in their blind attempt to destroy all
forme Civilization, knowledge, philosophy, art: all these, as I hope to
demonstrate, Mrs. Woolf felt to be the résults of man's most "human' need:
that of striking order, form and pattern into the inhuman world about him.

The evidence here and in the books to be analyzed will show
that in essence Mrs. Woolf's attitude to the writing of her novels was
similar to that Professor Emmet describes in relation to metaphysics: it
was, she believed, to provide form for herself - and for the sympathetic
reader -~ in life. Since, as I héve said, Virginia Woolf and Bloomsbury

. 13. Op. cit., 5
14, A Writer's Diary, 15l.
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used many of the same salient terms as Professor Emmet has above, it would,
of course, be enlightening here to see exactly how approximate their use
of these terms is to her own. Bearing in mind, then, Dorothy Emmet's
perceptive analysis of the nature of metaphysics, I shall first give an
account of Virginia Woolf's attitude to '"'perspective! and ''reality".
Aspects of '"significance", "experience', "relation'" and "form" will be
treated further on in accounts of her debt to the Bloomsbury group and to
thinkers outside Britain. '

It is sufficient for the moment to emphasize that for Mrs.
Woolf's circle in London - the'Bloomsbury Group" - the subject of "form"
was the most pervasive topic of interest in their early years as an
informal society. Inspired by the Post-Impressionist painters, and in
particular by their precursor Cézanne, Clive Bell led the art theoreticians
among the groﬁp by first coining the phrase "'significant form", which is
now part of the universal vocabulary of art appreciation. Cézanne himself
sought to introduce structure and.form into the evanescent world of the
Impressionist painters, and it would perhaps be helpful to turn momentarily
to Cezanne - who also spoke of seeing the world in terms of the sphere,’
the cylinder, and the cone ~ to illustrate the connection between the
concept of "'perspective', which Mrs. Woolf often applied to her writing,
and the notion of '"form™ in art:

In the words of Sir Herbert Read, for Cézanne

the field of visual sensation has no precise limits, the elements
within it are scattered or confused. So we introduce a focus and
try to relate our visual sensation to this selected point. The
-result is what Cézanne himself called.an 'abstraction', an
incomplete representation of the field of vision, a 'cone', as it
vere, into which the objectsfocussed fall with a sense of order _
or cohesion. This is what Cézanne meant by 'a construction after
nature's 15.

This is, ?fter all, what happens in ordinary perception.
Experience as it reaches the eye is only an undifferentiated blur of sense-
impressions. It has at first no discernible pattern, and thus no '"meaning'.
Our brain. gives ;t meaning by emphasizing one aspect and neglecting others.
We focus in turn-upon single aspects of what we see at a time and relegate

others to thé background in order to gain information about the world from

15. A Concise History of Modern Painting, London: Thames
and Hudson, 1961, 18,
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the sights, sounds and impressions that we receive. We also impose - as
it were - a heirarchy of importance on the different things in the world
about us. So it is the egphasis we ‘place upon things, as Dorothy Emmet

rightly says, which gifes meaning to the '"'vague multiplicity of confused

impressions" that we perceive: the different grades of importance
that we attach to things. _

This perspective we impose on life - the way we range the
objects we come across - is itself a sort of "form'". Virginia Woolf had
the kind of imagination that was continuously producing metaphors of a
visual sort, and she thus tended to understand abstract concepts in
terms of visual imagery. Where the concept of "form" appears in the
novels, we usually find Mrs. Woolf using geometrical symbols such as a
wedge, an oblong, or most often, a globe, to make her meaning more vivid.
We may if we choose use the image of the "cone' or "wedge'" - the shape of
the lighthouse beam - to stand for this "'perspective' we impose, which
applies as much to our mental picture of the world as to our sight.

We have seen how metaphysics has been explained as working up
from a particular pattern, experience or relation that we perceive in our
own personal world to the creation of an analogical mode for all reality.
By thus placing an emphasis on one aspect of reality in preference to
others, these other aspects are automatically ranged behind the first
according to their relatedness to it. In this way the resulting '"form"
gives meaning to reality as a whole as we perceive it.

‘ But for Virginia Woolf, neither in a work of art or in a
philosophy is '"form'" confined to the "shape'" of the sculpture or the
"structure" of the novel or the book of metaphysicé. The perception of
form may provide form for life. Rather like the lighthouse it radiates
out into the rest of the reader's experience.

So, particularly for Virginia Woolf's purposes, art and
metaphysics - as we have come to understand it - she felt need not be
seen as separate disciplines, for they both had the same ultimate function.
In fact, for her, the '"form" of the novel of ideas was, in the last
analysis, its most abiding "philosophy". It provided, in the end, the greatest

consolation. More and more, in Mrs. Woolf's art, novel and philosophy

16. The Nature of Metaphysical Thinking, 200.
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became indistinguishable. As she herself says:

When philosophy is not consumed in a novel, when we can
underline this phrase with a pencil, and cut out that
exhortation with a pair of scissors and paste the whole
into a system, it is safe to say there is something wrong
with the philosophy or with the novel or with both. 17.

So, in our consideration here, first of all, of the aspects of
"perspective', we may now turn to Virginia Woolf's own works. In her
first novel, The Voyage Out (1915), one of the characters, a would-be-

novelist, says: '"As for the novel itself, the whole cohception, the way

one's seen the thing, felt about it, made it stand in relation to other
things, not one in a million cares for that. And yet I sometimes wonder
whether there's anything else in the whole world'worth'doing." 18. It
is evident that Mrs. Woolf has already struck on at least the idea of
emphasis, of perspective, as the principle means of establishing form in
the practice of fiction. Although in 1922 this is one of her criticisms
of Joyce, that she could find no centre, no "great conception", 1%. _ in
other words no "emphasis'' - she does not describe the theory in terms of
"perspective" until 1925, when there is the following entry in her diary:
"I think I will find some theory about fiction; I shall read six novels
and start some hares. The one I have in view is about perspective." 204
In an essay on Defoe written at about this time and published

in The Common Reader, she talks about the right way to set about

understanding a novelist: "Our first task, and it is often formidable
enough, is to master his perspective ;.. in what order he ranges the large
common obJjects upon which novelists are fated to gaze: man and men;

behind them Nature; and above them that power which for convenience and

brevity we may call God." 2l.

She points out the individual nature of
perspective by comparison of the differing emphases of Scott, Jane Austen,
and Peacock, despite their having lived in much the same period of
literary history. _

It is thus certain that Mrs. Woolf was aware of the central
importance for the artist of establishing a perspective. In a generally
17. 'The Novels of George Meredith', Collected Essays I, 23%0.

: 180 _V_‘ogo, 262.
19. A Writer's Diary, 50
20, 2%. cite, 83

21. obinson Crusoe', Collected Essays I, 70.

(%Y
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unfavourable assessment of E.M. Forster's achievement, published in the
1920's, she compares him with writers of "single vision": "if there is one
gift more essential to a novelist than amnother it is the power of
combination - the single vision. The success of the masterpiece seems to
lie not so much in their freedom from faults - indeed we tolerate the
grossest errors in them all - but in the immense persﬁasiveness of a mind
which has completely mastered its perspective." 22+

Perspective, or ''single vision', then, is the unifying féctor
in artistic activity: it is the individual way the author has of ordering
the various elements of life. Imposing a perspective, we see, is the
author's means of avoiding 'a mere vague multiplicity of confused
impressions'. It is the author's perspective, we may in fact say, which
mzkes coherent the fragments of experience, which moulds chaos into form,
and which attempts to infuse '"meaning' into art and life, by apportioning
iplace" to the pérticulér aspects of what the author perceives, in
relation to some central idea or intelligence. As Dorothy Emmet makes
clear to us, it is also the means by which consciousness in general
appropriates experience: makes it its own. But if an attempt is made
from this to deduce something about the nature of '"reality" - to enlarge
this individual perspective to see if it may tell us something about all
life - then the thinker or novelist may genuinely be said to be indulging
in metaphysical speculation. This Mrs. Woolf certainly does:

What is meant by reality? It would seem to be something very
erratic, very undependable - now to be found in a dusty road,
now in a scrap of newspaper lying in the street, now in a
daffodil in the sun....But whatever it touches, it fixes and
makes permanent. That is what remains over when the skin of
the day has been cast into the hedge; that is what is left

of past time and of our loves and hates. 23.

What is "real" for one person is what achieves permanence in
memory by its accord with, and its effect on, the perspective of that
individual consciousness. Each person believes something to be most 'real"
or '"true" if it fits in with, or contributes to, that person's picture
of the world,

- Bach person, we have found, emphasizes different aspects of

22; 'The Novels of E.M. Forster', Collected Essays I, 345,
23« A Room of One's Qwn, 108.
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experience, according to his.own personality and outlooks Thus each
person has an individual pattern which may or may not be related to some
universal pattern. This objective .'reality', if it exists at all, is
seen to be a universal form or overall pattern in our experiénce, of the
totality of which pattern we may believe that we gain brief and
unsatisfactory glimpses. But more than this it is difficult for anyone
to say with certainty. At any time, we can only'gﬁess at the whole shape.
We have only incomplete '"moments of vision'!', statés of consciousness,
which in their vividness of apprehension provide something of the sense
of permaneﬁce and security, the same sense of reality, as does the
aesthetic embﬁion we feeél in contemplation of works of immutable art. For
Bloomsbury the sense of 'reality" was always part of the response.to the
perception of '"form". As Roger Fry, who, with Clive Bell, was the chief.
theoretician of the Bloomsbury group as regards the plastic arts, wrote
of this "aesthetic émotion" which arose from the contemplation of form:
"One ¢an only say that those who experience it feel it to have a peculiar
quality of 'reality'." 2he

The position of a man in search.of universal pattern might be
made cléarer if it is likened to that of someone in a dark unfamiliar
roéom with only a failing torch. He sees small parts of the room in
fleeting moments, and from this tries to establish the shape of the whole.

Terence, the hero.of The Voyage Out, is a pattern-giver.
Significantly he is a potential novelist as well, in moments of realisation
he has some sense of the presence of a pervading pattern:

According to him...there was an order, a pattern which made
life reasonable, or, if that word was foolish, made it of
deep interest anyhow, for sometimes it seeméd possible to
understand why things happened as they did.. Nor were people
so solitary and uncommunicative as she (Rachel) believed.
She should look for vanity - for vanity was a common quality
sss and once linked together by one such tie she would find
them not separate and formidable, but practically
indistinguishable, and she would come to love them., Vhen
she found out that they were like herself. 25. )

‘The way these two thoughts follow each other in the text indicates
how related the two problems - that of determining reality and of

24k, Vision and Design, .237.
25. l,--g. 9 366. ' .
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communication - are. For the problem of determining the overall pattern
of course leads to the problem of discovering the resemblance between
the pattern of one person's perspective and that of another; to arriving
at the overriding pattern if such exists. Communication is the common
factor in all Virginia Woolf's thought: hers might even be called a
philosophy about communication. Her concern is to discover the nature
of consciousness in its relation to other existence, conscious or
unconscious, and to art.

It is of course always a matter for conjecture to what extent
the pattern, the meaning, which we perceive in the world is a correct
apprehension of what is outside us, and to what extent imposed by ourselves.

(M. Sartre, for example, would have a great deal to say on this score.) Of
this the authoress was perfectly aware. Mrs. Woolf's world, then, is
basically one where traditional explanations now have no weight,.and one
which appears, certainly at first, to be irrational and meeningless.
Truly human activity, in this context, lies in attempting to elicit some
sort of "form" out of experience, with all the limitations attendant on
such an e§¢%rcise. Thus the thinker's philosophical ''form'" requires
constant recreation in response to time and experience. Virginia Woolf,
to whom the conflict between ''chaos'" and "order', both as abstract
antitheses and in actuality in the national and international worlds
before the second world war, was a very real one, was fully aware of this
weakness in the position of the pattern-giver.

As Bernard, again a would-be novelist, puts it in The Waves:

But for ourselves, we resent teachers. Let a man get up and
say, '"Behold, this is the truth", and instantly I perceive a
sandy cat filching a piece of fish in the background. Look,
you have forgotten the cat, I say. So Neville, at school, in
the dim chapel, raged at the sight of the doctor's crucifix. 26.

Mrs. Woolf's upbringiné and convictions of course were agnostic.
If God did exist, he resembled ''"President Kruger", he was a mindless
giant labouring about the world with cudgels. 27. The only fact about
the universe Virginia Woolf was sure of was the existqnce of the blind

26. W., 160
27. A Haunted House, 15.
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recurring force we find in her conception of natural process: the
impersonal universal rhythm which brings life and death and regeneration,
against which the little "moth" of living individuality struggles for a
while bitterly and is silenced, into which it is eventually lost (and
found anew in a new life).

She was fully aﬁare of the paradoxical nature of the experience
of life: that it was too complex to be explained by the simple notion of

a deitye In The Voyage Out, for example, there is the demonstration made

of the rejection of the Christian answer by the heroine, and yet, as I
shall show, it is out of the very sermon - delivered by an all-too-human
ecclesiatic - which was the cause of her rejection, that we gain the clue
which resolves @he existential mystery of her own death. Similarly,
Bernard, descending the stairs in The Waves, is unable to resolve two
emotions which he feels: that Percival is dead, and that his son is born.

Virginia Woolf, then, describes the voyage out towards
comprehension of a ''meaning', a mode for reality by which the experience
of the actual may be explained. The characters in each of her books are
occupied in this comprehension, are travellers on this voyage towards
understanding. Bit by bit they piece together and attempt unsuccessfully
to put into words their composite picture of the meaning of life. Their
destination, though it may ostensibly be some given end (e.g.: "love'") is
in actuality the meaning of life. They journey to reality.

Bernard is the human counterpart of this mental journey. The
phrasemaker who can never conscientiously finish a story, he at the end
is given the task of a complete summing-up of the whole. I shall allow
him to sum up very briefly here what has been said so far in this chapter
on the subject of forming by experience a pattern for life. After a
"moment of vision'" caused by the news of Percival's death and the birth
of his son, he draws back to his day-to-day life:

One cannot live outside the machine for more perhaps than half
an hour. Bodies, I note, already begin to look ordinary; but
what is behind them differs - the perspective. 29.

2.

Virginia Stephen was born in 1882 to her father's second wife,

28. W., 130.
29. W., 132.

28.
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Julia. His first ﬁarriage, to one of Thackeray's daughters, had been
ended by her death. At the time, Julia was herself a widow, and she had
three children of hér own. When she marriéd Stephen, -his: days as a
Cambridge don - ended for conscientious reasons after he had decided to
become an agnostic - were by this time far behind him, and his reputation
as a critic, editor, thinker - and alpinist, was steadily growing. The
second Mrs. Stephen, who had been a noted beauty, paintedfby Burne-Jones
and other Pre-Raphaelites, as a result of this had ties with the society
of‘ﬁgiiggd House; while Leslie Stephen was an admired friend of Meredith,
Hardy, and-Henry James, and was at least acquépted with most of the major
literary figures of his day. In consequence the young Virginia and her
sister Vanessa, together with brothers Adrian and Thoby Stephen, had all
the advantages of growing up in a privileged and distinguished circle of
artistic and literary eminence.

There were other advantages, too: as Noel Annan has recorded, 30'
the Stephen family had branches throughout the upper strate of the
academic and civil professions. They were, in fact, one of the group of
families, often interrelated by marriage, who formed the "intellectual
aristocracy" of the highest layer of the middle class in the later part
of the nineteenfh century: among them the Darwins, the Stracheys, the -
Huxleys, the Arnolds, and, in an earlier generation, the Tennysons and
the Wilberforces. Members of these families were-enabled,.through their .
intellectual and moral legacy, to feel themselves not only the equal of,
but in some ways even superior to, the traditional aristocracy.

The place of the Stephens in Victorian society had been first
established during the days of the "Clapham sect', originally a religious.
society, bit which had been obliged to extend itself into the government
in order to make effective its opposition to the slave trade. Although
with Leslie Stephen's generation the religious ties were broken, other
aspects of an internal, traditional way of life, developed over the years,
were continued by him: in particular the emphasis on the worth of family
life and '"human feiationships". Both these are evidenf influences on
Virginia Woolf's.outlook, and the feeling for the last, human relations@ips,

was to be a major tenet in the unwritten code of the Bloomsbury groupe.

30. Leslie Stephen, 1-12.

’
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Within a short number of years, however, a succession of tragic
events, which had begun with the death of Leslie Stephen's. first wife,
and the necessity of committing the only child of this marriage, a
daughter, to a mental institution, was to mar the security the family
enjoyed. In 1895, when Virginia was 13, her mother died. Her half-
sister Stella Duckworth ran the family until her own marriage, only to
die herself shortly after the birth of her first baby. In 1902 Leslie
Stephen contracted internal cancer, and unwillingly had to be nursed by
his daughters until his death in 1904, Virginia herself, always of high
sensitivity, had earlier suffered a period of mental illness in which
she was suicidal, and during which she once attempted to leap from a window,

much like her character Septimus in Mrs. Dalloway. This illness was to

recur at intervals throughout her life, always at its worst after intense
intellectual and creative activity - in particular after completion of
her most demanding novels. It was eventually to culminate in the attack
which she anticipated by drowning herself in the Ouse in the early part
of the second world war. In fact, the "Hogarth Press' was originally
established by Leonard Woolf, Virginia's husband, primarily as a means
of distracting her during the periods of severe creative concentration
which so endangered her stabilitj. Originally set up in a dining-room,
_the press was later to provide the first major outlet for the work of
T.S. Eliot (in particular his "Waste Land") and the poets of the
thirties, and to publish the productions of such diverse talents as those
of Sigmund Freud and Katherine Mansfield.
| But the sad event which had the greatest effect on her in the
first decade of the twentieth century, was the death from typhoid fever
in 1906 of her spirited and charming elder brother, Thoby, while on
holiday in Greece with the other Stephen children. The theme of promise

thwarted by death was to recur for Rachel in The Voyage Out, for Jacob in

Jacob's Room, and for Percival in The Waves.
But Thoby Stephen had left a heritage of sorts in London. At

Cambridge, he had been a member of the exclusive Apostle's society

presided over by the philosopher G.E., Moore. The society, founded in the

first half of the nineteenth century, had come to stand for certain

specific attitudes, as Henry Sidgwick, and earlier member, testified: it



15.

endemiéised the "spirit of the pursuit of truth with absolute devotion
and unreserve by a group of intimate friends, who were perfectly frank
with each other, and indulged in any amount of humorous sarcasm and

playful banter... Absolute candour was the only duty." 3L,

Many of
Thoby Stephen's friends inside the society or in its purlieus were
introduced, after university days were over, at 46 Gordon Square,
Bloomsbury, where the four Stephen children had moved. from their father's
home at 22 Hyde Park Gate. From the friendships and meetings of friends
which began there was to grow what came to be called the.''Bloomsbury
Group'.

Among the Stephens themselves, the move from Hyde Park Gate
was something of a step to freedom, especially for Virginia and Vanessa,
who had felt the influence of their father's personality to be oppressive
to them. As J.K. Johnstone has said: "Stephen ... by his bold thinking,
helped to prepare the way. for Bloomsbury. It was ironic, though in the
nature of things, that Stephen's death should have been required before
the way was finally clear.” 324

As the friends began to live or rent rooms in and around
Bloomsbury, the real nature of the group began to emerge. Most noted
among the inner circle of what Leonard Woolf has humérously called '"Ur-
n 33 were Lytton Strachey, B.M. Forster, John Maynard Keynes,
Duncan Grant, Desmond MacCarthy, Clive Bell, Leonard Woolf himself, and

the Stephens: Virginia, Vanessa, and Adrian. Roger Fry, an older

Bloomsbury

Cantabrian, was not introduced to the group until shortly before the time
of his Post-Impressionist Exhibition of 1910, when he was planning the -

at least to some - epoch-making confrontation between bourgeois Britain
and modern art. Virginia Woolf, in a manifesto for modern fiction, has
gone so far as to say: "In or about December 1910" - the date of Fry's
exhibition - 'human character changed."Bu' Certainly it was from about
this time that Bloomsbury began to be conscious of the potential for
society the future held. The mentor of thé new direction in social history

31, Quoted in J.K. Johnstone, The Bloomsbury-Grogp, 9.

32. The Bloomsbury Group, 3. . -
33, Downhill All The Way, 30. :
34, 'Mr. Bennett and Mrs. Brown', Collected Essays I, 320.
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that early Bloomsbury planned was. to be the Cambridge arch-Apostle, G.E.
Moore. . )

Iord Keynes, in-the essay originally read to the group and
published in his Two Memoirs, recalls the emotion both of the times and
for the ideas of G.E. Moore: '"the influence was not only overwhelminge..
it was exciting, exhilarating, the beginning of a renaissance, the
opening of a new heaven on a new earth, we were forerunners of a new
dispensation, we were not afraid of anything." 35- Clive ‘Bell, before
1910, had begun a study of the era, which he planned to call The New
Renaissance.

Leonard Woolf has given an account of this anticipation of a

"mew renaissance':

In the decade before the 1914 war there was a political and
social movement in the world, and particularly in Europe and
Britain, which seemed at the time wonderfully hopeful and
excitinge... It was partly the feeling of relief and release
as we broke out of the fog of Victorianism. The forces of
reaction and barbarism were still there, but they were in
retreat. They had- suffered a tremendous defeat in the
Dreyfus case ... it looked for a mement as if militarism,
imperialism, and antisemitism were on the run. 36.

Along with the revolution in painting, there were innovations
abroad on every side. These were, as Leonard Woolf comments, the days
"~ of Einstein, Rutherford, Freud, the car-and the aeroplane, Shaw and
Ibsenism, Diaghilev and Nijinsky.

it was, I still believe, touch and go whether the movement
towards liberty and equality - political and social - and
towards civilization, which was so strong in the first
decade of the 20th century, would become so strong as to
carry everything before it. Its enemies saw the risk and
the result was the war of 1914; they postponed the danger
of our becoming civilized for at least a hundred years.
But the future could not alter the fact that it was
exciting to be alive in London in 1911 and that there was
reason for exhilaration... For six months or more I lived
in a kaleidoscopic dream ..e 37

And then came, like a chasm in a straight road, the war. But
the hopes for a great age were not entirely put aside. It was hoped
35. P. 8l.

36. Beginning Again, 36 -
37. Op. cit., 37.
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that in the sphere of art at least the anticipation would be justified.38'
Virginia Woolf, writing after the war, states: "I will meke one final

and surpassingly rash-prediction - we are trembling on the verge of one

’ n \FApoikant ¢
of the great ages of English literature." e {at the base of this . = T

enthusiasm lies, as Keynes has illustrated, the philosophy of G.E. Moore.

e

By far the most valuable things, which we know or can imagine,
are certain states of consciousness, which may be roughly
described as the pleasure of human intercourse and the
enjoyment of beautiful objects +s« it is only for the sake

of these things - in order that as much of them as possible
at some time exist - that anyone can be justified in
performing any public or private duty. 40.

It was this emphasis on the value of states of consciousness as

teleological ends in themselves that had a major appeal among the facets

‘of Moore's thought. This doctrine meant that certain states of mind were

entirely valuable in themselves, and could not be used towards the
attainment of some yet "higher! good, as most things in our experience
may. It is here that we may find the one obvious strain in Virginia
Woolf's outlook which may be traced to the spread of Moore's influence in
Bloomsbury. As undergraduates the Apostles seem to have spent time in
what must_oftén enough have been specious analysis of each other's
reactions. In Mrs. Woolf's wofk, however, her belief in the nature of
consciousness as the seat of reality encouraged her interest in mental
processes, and led her by anélysis.and introversion to highly
sophisticated psychological observations. The Waves is, on a single level,
the prime result of this continuéd study.

However, Roger Fry and Clive Bell went even further in their
estimation of the value of these "states of mind". Where she could not
follow the Bloomsbury art theoreticians was in their belief that the
emotions of ordinary life - arising from those things which were merely

b1,

"means to an end!" - had no relevance for art. The only appropriate

emotion for art, they said, was the '"aesthetic emotion" reserved for

38. See Roger Fry, Vision and Design, 17.

39. 'Mr. Bennett and Mrs. Browm', Collected Essays I, 337.
40, G.E. Mére, Principia Ethica, 188-9

k1, See 'Life and the Novelist', Collected Essays II, 131-6,
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"ends' alone. While to them art, or rather the emotion of beauty felt in
response to art, was valuable because it was useless - it could not be
used for any other purpose - to Virginia Woolf Mrs. Brown - 'life itself™" k2.
- was the proper stuff of fiction. Certainly by "life itself'" she meant
- at first - much more the inner than the social life, but she saw it waé
only through true response to others that this inner life manifested
itself. _

The task that G.E. Momre set himself was much the task that
ethical philosophers had tackled since the time of Plato and Aristotle:
to understand the nature of the word "good". But Moore was in reaction
against the Aristotelian Mill, whose thought had dominated this field in
the later part of the nineteenth century. Moore planned a "scientific
ethics", and claimed that previous moral philosophers had confused two
questions: "what kind of things ought to exist for their own sakes?",
and "what kind of actions ought we to perform?". They had thus confused
the ultimate and proper aim of human activity, called "the Good" (meaning
- to Moore - the most intrinsically valuable 'ends' of all), and the
description ''good!" or "goodness'" applied to actions or things.

Moore began to consider the meanings previous philosophers had
given to the word '"good'". He found that if anything was identified with
"good" (ee.ge happiness)‘it would still be possible to ask: "Is happiness
good?" which he thought ought to be impossible; and, additionally, it
meant that happiness thus was not an absolute end in itself, as '"the
Good" should be, by definition. Taking a colour as an example, he then
decided that the experience ''yellow" was simple and unanalysable, and, he
felt, the experience of goodness or value must be likewise simple and
indefinable. So,; just as the sensation of colour could not be defined in
terms of light waves or mervous reactions, ''good'" was just itself, a
particular intuition or feeling, and could not be explained in terms of
anything else. It was in itself an end, in terms of which other things
could be defined. So ethical judgments were really synthetic
propositions, declaring what things or actions,and in what degree,
possess this indefinable 'goodness'.

But in making truly ethical judgments about a thing one had to

separate-it-frdm its "use!" value as a means in everyday life. One had

L2, 'Mr. Bennett and Mrse. Brown', Collected Essays II, 337,
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to intuit its merit as an end while imagining it in absolute isolation
from anything else, with reason aﬁd knowledge in the background ready

to compare and classify the intuition. One had - ‘simply - to visualize
it on its own on some deserted planet, and attempt to éauge how

valuable it then was. There was here the added complication of the
"Principle of Organic_Unity": the values of a whole might differ in
degree from the sum of the values of its parts: "Consciousness of a
beautiful object', in isolation, for example, seemed to be more valuable
than "consciousness" and 'beautiful objects' considered separately in
isolation. As it turns out that nothing has mmuch worth if we isolate it
from the judging consciousness, those who agree with the rest of Moore's
argument must agree with his dictum above as to the nature of the Good
(i.e.: the highest ends of human activity): "the most valuable things
which we know or can imagine, are certain states of consciousness'". - And
the most valuable among states of consciousness, he supposed, were those
of Love, broadly interpreted, and of perception of beauty. These were
the most valuable because when they occur they represent, Fry or Bell
might have said, the abstraction of their objects from the teleolegical
means~ends process: the appreciation of their objects as[if they were}
ends alone. As Moore seems to allow, we could if we wished unify his
statement further by saying the highest good is beauty perceived in the
material world and in others (Beauty was defined as "that of which the
admiring contemplation is good in itself."). There is a sense in which
the aesthetic philosophies of 'Roger Fry and Clive Bell were a
continuation of the thought of G.E. Moore.

In making ethical judgments about actiomns, Moore found no
self-evident rules. Provided that the individual was critically
satisfied by the code of conduct generally acceptable to his society,
he should obey if; and in cases where it did not apply, should rely on
intuition.

There are evident dimnesses in Moore's argument: for example,
to see "good" as being a ''received" experience in the same way that
"yellow'" is, requires us to deny any conceptual content to the nature of
a perception of goodness. Nevertheléss, it was this system of Moore's

that ministered so well to the temper of Bloomsbury in its reaction against
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the utilitarian materialism of the Victorians. As so ready a critic as

Wyndham Lewis *>°

was quick to point out, Bloomsbury aesthetic philosophy
in the hands of Clive Bell and Roger Fry was in many ways a new stage of
the revolt inaugurated by Pater in the previous century.

But in transferring the new ethic from Cambridge to London,

certain adaptations were made. 'Knowledge' in. Principia Ethica was

considered a means (it was used to classify goods). By the time the

Apostles planned to live according to this work, knowledge - the pursuit

and contemplation of truth - was elevated to the heirarchy of ultimate

ends, gl

Keynes gives his own account of the period in Two Memoirs:

Moore's Principia Ethica came out at the end of my first year
(at Cambridge) ... of course, its effect on us, and the talk
which preceded and followed it, dominated, and perhaps still
dominate, everything else. We were at an age when our beliefs
influenced our behaviour 45. ... There was one chapter in the
Principia 46. of which we took not the slightest notice. We
accepted Moore's religion, so to speak, and discarded his
morals., Indeed, in our opinion, one of the greatest advantages
of his religion was that it made morals unnecessary 47. ...
we entirely repudiated a personal liability on us to obey general
rules. We claimed the right to judge every individual case on
its merits ... we were, that is to say, in the strict sense of
the term immoralists 48. ...

Nothing mattered except states of mlnd, our own and
other people's of course, but chiefly our own. These states
of mind were not associated with action or achievement or with
‘consequences. They consisted in timeless, passionate states
of contemplation and communion, largely unattached to 'before!
and 'after' ... one's prime objects in life were love, the
creation and enjoyment of aesthetic experience and the pursuit
of knowledge 49. ... We were disposed to repudiate very strongly
the idea that useful knowledge could be preferable to useless
knowledge 50+ «.e Of these love came a long way first. 5l.

Keynes, in retrospect, is able to clarify the place of this

"enshrinement of the inner" in Bloomsbury reverence:

L3, Men without Art, 170.

kL, See quotation following.

L5, Two Memoirs, 81

46, Chpt. 5.: 'Ethics in relation to conduct'. (142-182)
47, Two Memoirs, 82.

48, Op. cite, 97-8

49. 92. CIto, 83.

50. @. 011;., 87.

5l. 920 gl_to, 83-



I have called this faith a religion, and some sort of relation
of neo-platonism it certainly was. But we should have been
very angry at the time with such a suggestion. Ve regarded all
this as entirely rational and scientific in character 52. e«.
Our religion was altogether unworldly <« with wealth, power,
popularity or success it had no concern whatever, they were
thoroughly despised 53. «es It is remarkable how wholly
oblivious (Moore) managed to be of the qualities-of the life

of action and also of the pattern of life as a whole. He was
existing in a timeless ecstasy. 5Skh. '

It is clear that here a 'scientific ethics" did not mean a
system based on the formulation of general rules from empirically
perceived instances. 1In Moore's mind "science" had the same meaning in
its relation to the world of mind and the world of experience as
"mathematics" to Plato. Keynes, who was writing in the second phase of
Bloomsbury, between the wars, was able to some extent to pass judgment
on their earlier enthusiasms. For him, the Principia had become, in a
world driven to question values of any sort, "an added comfort, even
though one cannot live to-day secure in the undisturbed individualism
vhich was the extraordinary achievement of the early Edwardian.days, not

for our little lot only, but for everyone else, too.'" 55,
L,

Virginia Woolf, then, influenced by her friends in Bloomsbury,
was a novelist to whom consciousness was the most important concern. As
I have said, Mrs. Woolf never isolated herself or her art from life, but
the conflict between the supreme worth -of the spiritual "inner'" and the
prudential worth of factual "outer' was a continual preoccupation. Her
art shows.: that she came to resolve this conflict. Her concerns remain
remarkably continuous from her first novel to her last, but they do show
a progressive widening of sympathy; evident not in a change of subject
but a change of emphasis. Consciousness, and states of consciousness,
are always at the centre, but the stress moves outwards through different
52. Op. cit., 86.

53. Ope Cite, Sk

5h. Op. cit., 92.
55. Op. cit., 95.
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approaches: the individual consciousness in response to other individual
existence (The Voyage Out in 1915, Night and Day in 1919); individual

consciousness in response to nature (Jacob's Room in 1922); individual

consciousness in response to external society (Mrs. Dalloway in 1925);

artistic consciousness and experience (To the Lighthouse in 1927);

artistic consciousness and time (Orlando in 1928); group consciousness
(The Waves in 1931); and finally, consciousness as society and the
world (The Years in 1937 and Between the Acts in 1941).

Virginia Woolf's method, however, was in many essentials

adequately formed by the time her first novel was published in 1915,
after seven years of writing. 'To her, December 1910, not August 1914,
was the moment of true social re-orientation.

YAll human relations have shifted, ''she wrote. '"And when human
relations change there is at the same time a change in religion, conduct,
politics and literature.™ 56. So somehow, human character had changed;
men's thoughts were concentrated not on their society but on the
individual in isolation: there was a new awareness, a new responsiveness
to human consciousﬁess and inner spiritual realities. But the change had
gone unrecorded by the Edwardian novelists, Wells, Galsworthy and Bennett,
who were sunk in "materialism". Their novels were full of descriptions
of physical objects, clothes, rooms; and their books were incomplete
without a physical activity (e.ge.: sending a cheque to charity) rather
than a spiritual one, as Mrs. Woolf felt to be appropriate to her own
novels. "One line of insight would have done more", Mrs. Woolf felt,

57.

"than all those lines of description', She imagines a little woman,
Mrs. Brown, in a railway carriage, and decides that while Bennett and his
like would describe everything there but the person herself, hovelists ‘
like the Russians whom Mrse. Woolf held up as an ideal would intuit Mrs.
Brown's state of soul and then universalize it, seeking '"reality". The
new generation, the Georgian novelists, must follow them in affirming
Mrs. Brown, who "is, of course, the spirit we live by, life itself'., 58.
_ The novelist who is interested most in the exploration of the
56% 'Mr. Bennett-and Mrs. Brown', Collected Essays I, 320.
57. Ope. cit., 329. '
58. Op. cit., 337.
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human "inner life'" is likely, of course, apart from experimental
excursions into the psyches of dogs, madmen, or children, to restrict
himself to a single category of characters: those who, by education or
innate sensibility, are most able to descry in themselves, and to
articulate, the fine shades of consciousness in which "reality" is most
likely to be found. Henry James, debating on the novel, has said: ''when
the mind is imaginative - much more when it happens to be that of a man
of genius - it takes to itself the faintest hints of life, it converts

n 59

the very pulses of the air into revelations. This emphasis on the
"inner'" is one reason for lack of extensive responsive action in Virginia
Woolf (an impossible barrier to certain critics who like a good yarn,
especially if it has a moral). It is not because the authoress affirms
Bloomsbury aestheticism that she witholds violent action; it is because
such action is irrelevant ~ tasteless in fact - if the characters’
described are made sufficiently sensitive to what happens to them: "It's
not’cétastrophes, murders, deaths, diseases, that age and kill us: it's

the way people look and laugh, and run up the steps of omnibuses." 60.

5.

Roger Fry, in a passage quoted by Virginia Woolf in her
biography of him, thought those men most truly alive 'whose lives rise

to complete self-consciousness'. This is to a large extent an
affifmation-of the value of Virginia Woolf's own method of choosing many
of_her*characters. However, Fry continues - and here he parts company
with Mrs. Woolf - '"the usual assumption of a direct and decisive
connection between life and art is by no means correct ... we find it no
doubt open at times to influences from life, but in the main self-contained
- we find the rhythmic sequences of changedestermined much mdre by its own
internal forces - and by the readjustment within it of its own elements -
than by external forces." 62.
Clive Bell, the originator of the doctrine of "significant
form", is much less circumspect:
59. Leon Edel, The Psychological Novel, 23.

60. J.R., 28.
61, Vision and Design, 13.

62. Op. cit., 17.
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The representative (i.e. representational) element in a work
of art may or may not be harmful; always it is irrelevant.
For, to appreciate a work of art we need bring nothing from
life, no knowledge of its ideas and affairs, no familiarity
with its emotions ... (its) significance is unrelated to the
significance of life. TIn this world the emotions of life
have no place. It is in a world with emotions of its own. 63.

He felt that the worst sort of painting was Victorian 'descriptive

painting" : "painting in which forms are used not as objects of emotion,

but as means of suggesting emotion or conveying information.' 64,
Art is above morals, or, rather, all art is moral because ...
works of art are immediate means to good. (To the highest
states of mind, as he explains later). Once we have Judged
it ethlcally of the first importance and put it beyond the
reach of the moralist. 65.

Fbllow1ng Bell Roger Fry, having likewise separated the life
of feeling and 1mag1natlon from the outer life of responsive action and
morality, claims that Art is "the chief organ of the imaginative life". 66.

In actual life the normal person really only reads the labels
as it were on the objects around him and troublesno further.
(Barlier he gives the illustration of the man who gives the
label "bull" to an advancing object and turns and runs

without waiting to consider it as significant form). Almost
all the things which are useful in any way put on more or

less this cap.of invisibility. It is only when an object
exists in our lives for no other purpose than to be seen

that we really look at it ... (and adopt) the artistic attitude
of pure vision abstra¢ted from nece551ty. 67.

Clive Bell makes the full transition from Principia Ethica to

'"significant form' when he makes clear that "to see objects as pure forms

is to see them as ends in themselves'', 68.
eees lines and colours combined in a particular way, certain
forms and relations of forms, stir our aesthetic emotions.
These relations and combinations of lines and colour, these
aesthetically moving forms, I call 'Significant Form'. 68.

Significant form is, as we have seen, but one aspect of the same

63. Art, 37.
64, Op. cit., 29.

65. Op. cite, 32.

66. 'An Essay in Aesthetics'!, Vision and Design, 29.
67. Art, 59.

68. (_)Eo c:.to, 230

69. Quoted by J.K. Johnstone The Bloomsbury Group, 49.
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phenomenon we encountered earlier,that of giving form and pattern to
experience,and assigning "place" to the different aspects of what we see
in life. In terms of Virginia Woolf's outlook,the intrinsic relationship
between art,literature and metaphysics is thus clarified. They are all
kinds - the same kind - of "form". Even to Bell and Fry,the aesthetic
emotion itself - the response to “form" - was not restricted to the
plastic arts: "if we compare in our minds responses experienced in turn
in face of different works of art of the most diverse kinds -~ as, for

instance,architectural,pictorial,musical or literary - we recognise
that our state of mind in each case has been of a similar kind".69'
Roger Fry never himself .expounded on the aesthetics of literature.It
was left to a friend of his,Charles Mauron,whom he met on a rambling
holiday through France,to clarify the place of significant form in

literature:

Vhat analogue in literature shall we give to volume?1t
suffices to transfer it from the domain of space to that of
spirit ... In the spatial world there remains the vast crowd
of complex volumes: in the spiritual there remain the every-
day realities of our soul,all forms of our inner life ...
iAs the painter creates a spatial being,the writer creates
a psychological being".Such,I think is the hypothesis_that
we might admit as the basis of all literary critician7u...
(Such an idea) would relegate sternly to the background the
documentary value of a work of literature.f—°

The relations between the facts are psychological real-
ities by the same right as the facts themselves.Our fathers
called them simply situations. They have a life independent
of the characters,although there is a reciprocal modifying
influence between them ... The individuals in that situation
are,as on a chess-board,pieces which count by reason of their
rdative situations ... Moments of the spirit,characters,
situations and their complexes - these,it seems to me,all
literature envisages.f%*

(I declare) that there are psychological unities,
spiritual entities,and that the poem or book ought to gj.ve73
us the impression that it has created one of these beings.'”’

70. Charles Mauron,The Nature of Beauty,66-67.
71. Op. cit.,70.
72.' 920 _C_i_to ,780
73. Op. cit.,86.
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So artistic form is a significant pattern or relation, which
méy contain meaning and yet which is its own meaning. In music, painting
or literature, we are told, behind the immediate experience there may be
discerned a pattern or rhythm, an overall unity which is the "form" of
the work. Since literéturg and music, unlike painting, involve the
reader's or listener's attention over a period of time, his memory plays
an important part in the perception of form. This inwardly perceived
"form'" - Mrs. Woolf might describe it as a '"'globe' - which comes from
our appreciation of, for instance, a piece of music, is only complete at
;ts end, However, in all three cases, - musical, literary and pictorial -
there is an inner "spiritual volume" which corresponds to what we -hear,
read, or see.

Roger Fry compares this with the unrolling of a long Ghinese
painting on a roll of silk, which can only be perceived serially. He
describes the painting, and goes on to say: "Such a successive unity is
of course familiar to us in literature and music... It depends on the
forms being presented to us in such a sequence that each successive
element is felt to have a fundamental and harmonious relation with all

that preceded it." 74

Memory completes the form,
says that such a pattern strikes us with all the force of

an ''idea'l,

Virginia Woolf responded to the formal ideas of Fry and Bell
and applied them in her own writing and thought, as I shall show. Her
major innovations are still most commonly conceived by many to be those
which affected at least the outward form of the novel. As/ﬁe stated in %/
her manifesto Modern Fiction': "Any method is right, every method is
right, that expresses what we wish to express, if we are writers; that
brings us closer to the novelist's intention if we are readers''. 76.
The extent to which she applied Fry's dictum that the "idea" should
impregnate the matter of the novel and be repeated down even to the
individual passages of smallest relations, is shown by the excellent

results yielded by her work to a very detailed analysis of her literary
%. Vision and Design, 35.

75. Op. cit., 236

76, 'Modern Fiction', Collected Essays II, 108.
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technique and structure alone. 77,
In a work of art (says Fry) what gives us the special
aesthetic pleasure is the recognition that the matter of
which the work is made has been, as it were, penetrated
and impregnated by an idea with which we associate ourselves.
We see something akin to our spiritual being penetrating
and moulding matter. 78. The fullest pleasure occurs
when, having realized the general idea, ... We are able
to consider the interior relation of the parts, proceeding
always from larger to smaller relations, without finding
any point at which the informing idea breaks down see 79

It cannot be maintained that one part of Bloomsbury remained
totally impervious to the influence of another part: the members freely
discussed their ideas among themselves and, whether they cared to admit
it or not, they came to share to varying degrees in a common ocutlook,
aesthetic and social. Nor did the influence of Bloomsbury's views by
any means stop at the boundaries of Bloomsbury, especially during the

twenties and thirties. 8o.

-To demonstrate here something of the

extent to which the ideas of Bell and Roger Fry influenced Virginia
Woolf, consciously or unconsciously - even more than they did the other
major Bloomsbury novelist, E.M. Forster - I shall quote below extracts
from four of her essays alone, which more or less follow each other in
Collected Essays II.

For example, we have seen above how Clive Bell has defined

"significant form" as arising when "lines and colours combined in a
particular way, certain forms and relations of forms, stir our aesthetic
emotions." He continues: "If my theory be right, rightness of form is

invariably a consequence of rightness of emotion. Right form, I suggest,
is ordered and conditioned by a particular kind of emotion c.." 81.
There follows a lengthy passage considering the relationship of "right
form" and "right emotion'. In her essay, correspondingly, Mrs. Woolf

decides that in a novel "when we speak of form we mean that certain

77. See R.A. Brower, The Fields of Light.

78. My italics, to emphasize this expression of the relationship
between the individual's own personal 'pattern' or '"reality"
and the pattern of the work of art.

79, Quoted in J.K. Johnstone, The Bloomsbury Group, 57

80. For an example of the popularization of the idea of "significant
form'" in an adapted form see Herbert Read, The Meaning of Art,
Harmondsworth: Pelican, 1949. Originally published in 1931.

81. Art, 66.
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82.

emotions have been placed in the right relations to each other',
Also, criticising Forster's analysis of a particular novel in

his The Art of Fictionm, she censures him for his ignoring "the aesthetic

qualities. Pattern, as we have seen, is recognized, but savagely:censured °
for her tendency to obscure the human features.! She goes on to

deliberate on the proper means to analyze the novel purely as a work of
art: "How are we to take a stick and point to that tone, that relation,

in the vanishing pages, as Mr. Roger Fry points with his wand at a line
or colour in the picture displayed before him?" 83.
I shall quote relevant passages at random from these essays,
and invite the reader to compare what is expressed with the ideas of the
Bloomsbury theoreticians given above. On the element of form in fiction

Mrs. Woolf -writes:

Pride and Prejudice...has form...we have been aware of check
and stimulus, of spectral architecture built up behind the
animation and variety of the scene. It is a quallty 50
precise it is not to be found either in what is said or what
is done .. That this arch1tectural quallty can be possessed
by a novelist, Jane Austen proves. And she proves, too, that
far from chilling the interest or withdrawing the attention
from the characters, it seems on the contrary to focus it and
add an extra pleasure to the book, a significance. It makes
it seem that here is something good in itself, quite apart
from our personal feelings. (My italics). 84.

(gg Henry James:) we see the mind at work; we are amused by
its povwer to make patterns; by its power to bring out relations
in things ..e« It is a pleasure somewhat akin, perhaps, to

the pleasure of mathematics or the pleasure of music ... we

are not so foolish as to-resent artifice in art. 85.

(On Emma:) Between the sentences, apart from the story,.-a
1ittle shape of some kind builds itself up. 86.

(On the quality novelists of merit have in common: ) Ve feel
that we are being compelled to accept an . order and to arrange
the elements of the novel... in certain relations at the

novelist's biddinge... From the first page we feel our minds
trained upon a point which becomes more and more perceptible
as the book proceeds and the writer brings his conception out
of darknesse.« And then, when the book is finished, we seem

82, 'On :Re-reading Novels', Collected Essays II, 129.
83. 'The Art of Fiction', Collected Essays II, 5k

84, 'Phases of Fiction', Collected Essays 11, 77-8.
85. Op. cit., 82.

86. 'Anatomy of Fiction', Collected Essays I1, 138.
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to see (it is strange how visual the impression is)... it
.shaped and symmetrical with.dome and column complete... As
the pages are turned, something is built up which is not
the story itself. 87.

On the subject of Art and Life, however, Mrs. Woolf cannot
completely agree with Bloomsbury: the novel should not, she feels, be ¢cut
off from the concerns of ordinary life. Yet as her essay 'Life and the
Novelist' shows, she is very far from being the "Impressionist! and pure
"stream of consciousness" writer she is ordinarily considered to be. The
difficulty arises because the novelist ''is faced by a problem which does
not afflict the workers in any other arts to the same extent':

Stridently, clamorously, life is forever pleading that she is
the proper stuff of fiction and that the... more she catches -
of her the better his book will be. She does not add, however,
: that she is grossly impure; and that the side she flaunts
uppermost is often, for the novelist, of no value whatever. 88.

The writer's task is to select and to symbolize, she concludes,
in order to be free of '"the swarm and confusion of life's The form of the
work is where-its real importance lies: "we desire synthesis. The novel,
it is agreed, can follow life; it can amass details, But can it also
select? Can it symbolize? Can it give us an epitome as well as an
inventory?" 89.

Thus, the pattern imparted by the novelist to his novel, through
his power of selecting what is important from life, is what makes his book
a work of arte Yet this 'pattern' has a further significance. In giving
"form" to life, the novelist - if his scope is broad enough - is
effectively performing the same work as the writer of a metaphysical
treatise: he is bringing, as Dorothy Emmet has said, "form into
multiplicity". 0.

As we shall find, it is with a similar notion of the possible
function of the novel that Vifginia Woolf came to make her own works the
vehicle for the expression of her deeply-felt intuitions about the nature
of man and of his universe. '

87. Op. cit., 100-101. See also examples in her flrst novel alone,
such as the mention of the "shape" of the Bach fugue (V.0., 61);

- "It's the way of saying things isn't it, not:the things?" (v.0.,
74) 3 "Words...possessed of shapes like tables or chairs" (V. O.,lh#).

88: Op. cite, 135.
89, 1dfl » 139

90. The Nature of Metaphysical Thinking, 196, .
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Terence, the novelist in The Voyage Out, tells Rachel aboﬁt his
fictional aims as they sit on a cliff-top at dusk., Just as almost all
Mrs. Woolf's future concerns are present in some seminal way in this novel,
so what Terence emunciates is a description of significant form applied to
literature:

"What I want to do in writing novels is very much what
you want to do when you play the piano, I expect', he began,
turning and speaking over his shoulder. '"We want to find out
what's behind things, don't we? - Look ‘at the lights down
there', he continued, "scattered about anyhowe Things I feel
come to me like lights... I want to combine them... Have you
ever seen fireworks that make figures?... I want to ‘make
figures e¢eo» Is that what you want to do? 9l.

I have attempted to explain in this introduction the way in which
the various activities of Bloomsbury, whether in the sphere of painting,
literature, or philosophy, may all be seen as, in the end, explorations
into the same overriding preoccupation: that of "form". In a sense, all.
Bloomsbury sought this same aim along their different paths. There can
be no ‘doubt that, even though as individuals they were probably unaware
of its extent, the various members of Bloomsbury had a reciprocal
.influence on each other in the early, close, and formative years; and
that this influence to some degree remained with them in the later period
vwhen Bloomsbury ties became less telling, and the group drifted apart.

) The creation of foim out of chaos and flux to illuminate -
"reality', and to reorder experience; the search for the primal '"word"
or pattern which makes vocal the dead piecemeal matter of experiences

this is the voyage on which Mrs. Woolf sets out, with her first novel.

91, V0., 266,
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The sun had not yet risen. The sea was indistinguisha‘-nle
from the sky (W., 5)e
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CHAPTER T

The Voyage Out (1915) includes, in some form, an indication of almost

every concern that was to occupy Mrs. Woolf over a creative period of
more than thirty years. Her central theme is one which might serve -
if broadly intepreted - as a general description of her entire thought:
it is an attempt to bring together a system of definite ideas about
communication. But this is also possibly, with the exception of The
Waves, her most "mystic! book.

Rachel, whose name means ''innocence', is a sheltered and
protected girl in her mid-twenties, whose obtuse father owns a small
shipping line. Her first opportunity for adventure comes when she is
allowed to accompany her aunt Helen and uncle Ridley Ambrose, a self-
centred ex-don from Cambridge, on a voyage to Santa Marina, a resort
in South America. Other passengers on board the Euphrosyne are’ the
factualist bore Mr. Pepper, an M.P., Richard Dalloway, and his
aristocratic wife, Clarissa. Dalloway, after attempting to convince
the impressionable Rachel of the inadequacy of art in comparison with
the worth of politics, when they are alone suddenly attempts to kiss
her. Fortunately the Dalloways disembark before the boat leaves the
old world.

Once in the house in Santa Marina, Rachel and Helen come into
contact with two young men from the British holiday colony in the
nearby hotel, Terence Hewet and St. John Hirst. Hewet is a novelist,
and, after a picnic party on a mountain, he falls in love with Rachel;
Hirst is a self-opinigied and eccentric intellectual of great ability,
who cannot make up his mind between Cambridge and the Bar, and has
difficulty in human relationships.

A party is made up among those at the hotel to sail upriver
and visit a native settlement in the interior. Helen and Rachel go
too, and it is on this trip that she and Terence admit their feeling
for each other. After their return and a spell of happiness, it is
discovered that Rachel has fever. Adequate medical attention arrives

too late, and Rachel dies.
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This outline shows the story to be conceived rather in the
rambling manner of Forster, and certainly St. John Hirst resembles
Stewart Ansell. But the pattern of meaning contained within and

uniting The Voyage Out causes it to belie its surface impression. It

has a formal unity, and also - paradoxically - cannot properly be called
a tragedy, as the story alone might suggest.

Neither of the two most able commentators who have concentrated
on Virginia Woolf's theme, Professor David Daiches and James Hafiey, have
succeeded in making a completely satisfactory synthesis of this book.
What Hafley begins by sayieg/is, on one level, correct: "The first of -
these voyages...serves...to suggest Rachel's voyage to an understanding
of life and experience; the second, occuring shortly after ... Rachel and
Terence fall in love .. coincides with Rachel's voyage to an understanding
of herself.!" But he continues: '""The tragedy here is at once Rachel's
death and her inability to unite her own world with the world around her",l'
which, as I hope to show, is by no means true.

The fact is, there are three ''spiritual' voyages in the almost
dialectical form of this novel, roughly paralleled in the story by the sea
voyage, the journey up the South American river, and finally by Rachel's
sickness and death. These are: the first voyage out in which the heroine
rejects the claims of the intellect and ceases to be attracted towards
the external aspects of life; the voyage in, where she embraces the world
of feeling and imagination; and,lastly, the voyage out in a different
plane in which divisions of externmal and internal are transcended - by
means of her death Rachel here becomes part of the greater world of nature
and feeling outside herself., A sort of Greek chorus of ordinary British
middle-class people interrupt and comment on the main theme. They
represent the individual members of ordinary humanity - isolated and
unable tfuly to communicate. Characteristically, much use is made here
of the symbol of the globe, especially in variations such as moon, ball,
bubble and rain-drop: it stands for the unity of the heroine with the
world and with an ideal humankind no longer divided.

l. James Hafley; The Glass Roof, 15.
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If it were to be compared to a painting, this book would most
resemble, in its relation to the rest of her work, one of the jungle
scenes by the "primitive" painter Henri Rousseau, among the post-
Impressionists (Virginia Woolf was never an impressionist, as is often
claimed). It has some of the same fantastic Lot-house exoticism and
grotesquerie. Despite what it loses to immaturity, romantic idealism,
and the desire in a first novel to express too much at once, it shows
a strong sense of organization, an awareness of technical possibilities,
and gives many signs of a potentially resourceful imagination.

It must be appreciafed that it is no loose sort of
interpretation that Mrse. Woolf invites. Each of her themes is emphasized
again and again by details in thetext, and these reappear throughout the
novel in a manner which invites the reader's memory to connect them. As
in all her novels, we are drawn on from stage to stage of our discb#ery
of the book's meaning by the characters' various incomplete articulations
of the central problem with which they are struggling. At a certain
moment, the clarifying experience suddenly comes, for them and for us.
This moment is always brief, so the reader of Mrs. Woolf's fiction must
be attentive: if he is not aware both of the appearance of the final clue
and of what has gone before, he is likely to miss the resolution
altogether. It seems to be intended by the method that, just for this
moment of climax, the problem of the novel should become our problem, and
its resolution ours. We are offered an almost self-contained world of
experience requiring only the active employment of our memory to :complete
it in the round. The "clarifying factor" in this novel, The Voyage Out,
is Rachel's death.

It becomes evident that the hypothetical woman novelist of the

future about whom Mrs. Woolf speaks in A Room of One's Own is in fact
Mrs. Voolf herself:

no abundance of sensation or fineness of perception would
avail unless she could build up out of the fleeting and
persoq3l the lasting edifice which remains unthrown. I
had siad that I would wait until she ... proved by summoning,
beckoning, and getting together that she was not the

> skimmer of surfaces merely, but had looked beneath into
the depths., Now is the time, she would say to herself at

a certain moment, when without doing anything violent I
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can show the meaning of all this. And she would begin -
bhow unmistakable that quickening is! - beckoning and
summoning, and there would rise up in memory, half
forgotten, perhaps quite trivial things in other chapters
" dropped by the way. And she would make their presence
felt while someone sewed or smoked a pipe as naturally
as possible, and one would feel, as she went on writing,
as if one had gone to the top of the world and seen it
laid out, very majestically, beneath. 2.

2e

Ve meet along the way in this novel - in connection with the main theme -
many of the concerns we are to find in Virginia Woolf's future books in
rather more developed form. We find, for example, her description of
"mystic" experiences - and also her contrast of what she calls the "male'
and the "female" world: on one side the '"public'" or "external'' world of
fact, which she a§sdciates with the "male" intellect; and on the other
the "inner' world of womanly feeling and intuition.

The first of these - the mystic experiences, -~ occur solély to
Rachel, and to some extent help to explain her fate. She always has a
sense of "unity" with the world around her when she is under fhe
influence of these mystic feelings: she will finally become part of the
natural world in reality, we are shown after her death.,

Rachel thus on two occasions has this sense of her own unity
with things. Shortly after the Euphrosyne sets out she is drowsing on
the deck in contemplation of a globe on a deckrail,.and she suddenlj
"seemed to enter into communion, to be delightfully expanded and
combined with the spirit of the whitish boards on deck, with the spirit
of the sea, with the spirit of Beethoven Op. 112, even with the spirit
of poor William Cowper there at Olney. Like a hall of thistledown (Qgg
gigg) kissed the sea, rose, kissed it again, and thus rising and kissing
passed finally out of sight." 3. She experiences this again before the
invitation to the mountain trip comes from Terence: "And life, what
was that? It was only a light passing over the surface and vanishing,

2. A Room of One's Own, 92-93.
3¢ VaOey 35. @ . '
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as in time she would vanish, though the furniture in the room would
remain. Her dissolution became so comﬁlete that she could notraise
her finger any more."-4' Her third "dissolution" will be the final one
which accompanies her death.

It is important to keep in mind, when reading The Voyage Out,
the distinction that the authoress makes between the "external' and the

"inner" world. She associates the external world with the intellect,

which - in absolute terms - she thinks of as an essentially '"male"
attribute. The proper sphere for the male intellect is the externmal
world, because it expresses itself in physical activity and in public
life - Richard Dalloway, the M.P., is its main representative in The
Voyage Out. It is also because she sees the most appropriate activity
of the intellect to be analysis: for her, the intellect "divides up"

the outer world into its separate facts. It '"draws circles" round
everything, whereas Mrs. Woolf felt the world to be - in reality -
indivisible. But this unity is something only "feeling" can appreciate,.
especially through mystic experiences like hachel's.

' Opposed to this external life, then, is the world of synthesis,
of intuition and feeling, which Virginia Woolf feels to be the
particular province of the "female" spirit.- Her sympathy is almost
entirely with this female world, which she believes to have much more
"reality'" than that of the male. The Voyage Out is really a satire on

the male intellect and a defense of the female world of feeling;
especially since it is the dividing intellect, she suggests, which
prevents true communication by putting up barriers to feeling.

In some respects then we find Mrs. Woolf - surprisingly - not
far off in intention from D.H., Lawrence in this her first novel. Her
aim here is to demonstrate the overriding importance of powerful feeling,
and to minimise the worth of the conventional and intellectual life
which inhibits the expression of emotion. The sea iﬁ this book serves
as a symbol for this powerful inner life, and its defendants are

Terence Héwet, Helen - to some extent - and later, Rachel herself.

e V.0.,145.
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The representatives of the sterile "male" world are the
politician Dalloway and - first of all - the academic, Mr. Pepper.

A slight but perceptible wave seemed to roll beneath the
floor ... '"We're offil" said Mr. Pepper. 5.

As the ship sets off on the symbolic sea of life and feeling?
both appropriately and ironically the boring factualist Pepper '
chronicles the departure. He (Pepper) is characteristically there to
get things out of the sea, or to trace (going to South.America) the
probable course of the Odyssey. 6. This is.certainly. to be Rachel's
Odyssey: but Pepper is unlikely to draw up anything of worth to him.out
of this particular sea - the sea of-feeling -~ for he is like a.

7e

fossilized fish in a basin. "Has he ever been in love?". asks Helen,
mischievously. 8. His is the- Bergsonian "intellect'' which kills all it
touches, which would turn into a fossil ény fish it drew up out of this
symbolic ocean. Both Ridley and Pepper have the masculine "intellect"
which, at the first dinner, they are complacently allowed to excercise
against each other, while the two women mereiy say ?Perhaps _n Je and
leave the table in instant communion. Ridley, however, is humanized by
his- obvious love of Helen. The dry Pepper soon bores him.

Leonard Woolf. thought he knew who Pepper resembled in life:
a certain Mr. Gibbs:

On the nights when Mr. Gibbs came to dimner, towards 10

o'clock Leslie Stephen would start groaning and saying

at intervals, quite audibly: 'O why doesn't he go; O

why doesn't he go's. 10.. :

Ridley Ambrose- exhibits the same embarrassing but - in some

odd way - endearing behaviour, especially during Rachel's illness ll',
which he never fully comprehends. But Pepper shakes out his dry-as-dust
facts = to us rather interesting, as they come from no biology or
science with which we could be familiar - and describes white blind

hairless monsters which explode when taken out of the sea, with his

2e

complete want of taste or feeling. }

5. Eogo, 9. .

6s VeOe, 1k,

7. Ibid.

8‘. y_‘og_‘o 3 1L|"

9. V.0., 1l.

10. Beginning Again, 93.
11. V.0., 427

12, v.0., 18.
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He represents what, later in the book, St. John Hirst, the
other intellectual, might become. But, in America, Helen advises St. John
not to remain in- Cambridge; to go to the bar and te London. He accepts
and thus acknowledges the female world of feeling,.

A further attribute of the "female' mind is the ability to
synthesize, to order and to make form. Like Mrs. Ramsay in To the
Lighthouse and a changed Clarissa in Mrs. Dalloway she is-always using
her hands to make form: - '

she had her embroidery frame set up on deck, with a little
table by her side on which lay open a black volume of
philosophy. She chose a thread from the vari-coloured
tangle that lay in"her lap, and sewed reéd into the bark of
a tree or yellow into the river torrent. She was working
on a great design of a tropical river running through a
tropical forest, where spotted deer would eventually
browse upon...pomegranates... Between the stitches she
looked to one sidé and read a sentence about the Reality
of Matter, or the Nature of Good...not far off Mr. Pepper
sat cutting up roots with a penknife. 13.

While female intuition weaves out of objects, animals, and .
colours which would not relate in life, a form - her own imaginative
world, from her own materials - male intellect analyzes: cuts dead things
up like a knife, Significantly, Helen reads a book of philosophy -
another sort of form - as she does so. It is interesting that the
embroidery depicts an Amazonian scene very like that where Rachel contracts
her fatal illness: J.K. Johnstone c¢alls it Virginia Woolf's first device
to escape "the tyranny of the time sequence". ~ °

Rachel's journey to experience on the sea of feeling is
essentially an inner pilgrimage. The "sea' symbolizes powerful inner
feeling. In the same way the 'land'" which Rachel leaves behind represents
the external conventional public world: from the boat we are shown first
of all Britain disappearing‘(England itself will be used as a symbol of
convention and society later in the novel) and after it the world.
Civilized society passes away:

The disease attacked other parts of the earth; Europe shrank,
Af?ica and America shrank, until it seemed doubtful whether
N the ship would ever run against any of those wrinkled little
l}o‘ !ogo 9 wo
14, The: Bloomsbury. Group, 325.
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rocks again. But, on the other hand, an immense dignity had
descended upon her. The sea might give her death or some
unexampled joy, and none would know of it. 15.

This is as good a description of Rachel as of the boat in which
she sails: partly due to her almost painful innocenee and shyness, and
partly to her odd mystic experiences, Rachel has astrong sense of some
kind of "reality" below the surface of humen conduct. She cannot
understand why people do not communicate this inner life.

It appeared that nobody ever said a thing they meant, or
ever talked of a feeling they felt, but that was what music
was for. Reality dwelling in what one saw and felt, but
did not talk about, one could accept a system in which
things went round and round quite satisfactorily to other
people ... Absorbed by her music she accepted her lot
very complacently, blazing into indignation perhaps once
a fortnight, and subsiding as she subsided now. 16.

The Euphrosyne cells at Lisbon, and two unexpected passengers
come on board: Richard Dalloway, a plausible politician, and Clarissa,
his featherbrained socialite wife. The Dalloways represent society,
facade, proportion, convention - everything the boat has left behind.
Richard Dalloway is almost as venomous a caricature as Sir William

Bradshaw is in Mrs. Dalloway: conversion is likewise his goddess.

Lauding politics, he begins his ‘temptation of Rachel to the external
life: '"Now your artists find things in a mess, shrug their shoulders,
turn aside to their visions - which I grant may be very beautiful - and

17.

~ leave things in a mess." As we have seen, Mrs. Woolf saw the

artist's aim to be the inner resolution of Hust such a "mess". The
Dalloway's conversation is fatuous small-talk from ''the great common-

18.

place book" Dalloway himself thinks of conservative policy as a

great lasso which caught "enormous chunks of the habitable globe'..."we've

pretty nearly done it," he said; "it remains to consolidate." 13.
He overlooks, though, the 'sea" - although Clarissa wishes

there were flowers on it - and also the primitive South American jungle

for which the boat is bound. As we have seen, '"land" is to become a

15. Ve, 29.
160 Eogo, 35.
17. ¥.0., b5,
18, V.0., 46.
19. V.0., 53



symbol in the book: it stands for the "outer" world of public life;
correspondingly, the "sea' represents the inner world of consciousness,
life, and feeling. The new couple are very much '"land" figures; it is
significant that Richard and Clarissa disembark before the boat turns
away from the old world. What Dalloway must come to terms with and
cannot is what the sea objectifies: the powerful unknown inside each
person. Here the conversion of Rachel goes astray: Clarissa becomes
beguiled by the mind and experience of a fantastic sailer who reads’
Shakespeare and Huxley: 'Mrs. Dalloway had to listen to the tirade
of a fanatical man. Did she realise, to begin with, what a very small
part of the world the land was?" 20° |

Rachel is impressionable enough to respond to Dalloway's
persuasion at first. Howeﬁer, vhen he states his ideal: "Unity.
Unity of aim, of dominion, of progress. The dispersion of the best

ideas over the greatest area' 2l.

- it is evident to her that he represents
conformity and convention. Rachel realizes that inner happiness really
depends on individuals, not on legislation: '"The attempt at
communication had been a failure." 22,

Dalloway knows that the attempt at conversion is over. The
psychological effect of his failure is to make him awkwardly amorous,
and he is saved from indiscretion only by a fleet of passing British
warships, to which he is obliged to raise his hat. A storm strikes the
boat in the night, extérnalising through the heaped sea the upheavel of
repfessed feeling inside Richard: the sea is taking its revenge.

Finally, he attempts to kiss Rachel when the boat lurches. 'You tempt

20. V.0s, 56+
2l. V.0., 69,
22. V.0., 74,
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me,'" he sayse. 23 So Dalloway, tempter to the outward life of fact and
action, is himself tempted. He betrays convention to feelinge.
Althcﬁgh they do not speak again before the Dalloways disembark,

the kiss has been‘a source of revelation to the innocent Rachel.,

Se

The theme of the opposition of intellect and feeling is
continued in the second part of the novel, set in South America. But its
treatment is extended by the aépearance of two new characters who again
illustrate the contrast between the two qualitieé: Terence Hewet, the
novelist, Qho inhabits the world of feeling and intuition, and St. John
Hirst, a Cambridge intellectual.

The first thing we hear about Hirst typifies his dilemma. In

their hotel room at night, Hewet comments: "D'you think that YOu do make

2k,

enough allowance for-feelings?" Without much conviction, Hirst ranges

feelings in a heirarchical pyramid, by way of answer. His intellect
classifies, categorizes, analyzes, and separates - it kills by isolating
and typing. They begin to discuss the women (Rachel and Helen) St. John

had seen outside the hotel., He immediately reduces them to type:

23, V.0., 85. It is interesting to note here that when Mr. and Mrs.
Dalloway are attempting the conversion of Rachel, they recommend
her to read Jane Austen - the upholder of Augustan "externall
standards (Rachel thinks she is "like a tight plait" (p.62) ).
They offer her Persuasion, an ironic touch. Mrs. Woolf often
indicates personality or relation through what her characters
read. For example, in The Voyage Out we find Hirst reading
Gibbon: his interest is in historical "external! fact.
Significantly, Hewet chooses Meredith's Modern Love: he is the
proponent of a "new" attitude to '"love'. Meredith's well-known
lines in this volume could be a fitting adjunct to Rachel's death:

Here is a fitting spot to dig Love's grave; .
Here where the ponderous breakers plunge and strike,
And dart their hissing tongues high up the sand:

Hewet also reads Sappho: although a male, he is not opposed to
the "female'" world of feeling. As someone says of him: "There's
something of a woman in him" (p.302). :

2k, - V,0., 122,
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"They were much like other women, I should think.-They
always are'',

"No; that's where we differ', said Hewet., "I say
everything's different. No two people are in the least the
same. Take you and me now',

"So I used to think once', said Hirst. 'But now they're
all types. Don't take us, - take this hotel. You could draw
circles round the whole lot of them, and they'd never stray
outside',

("You can kill a hen by doing that'), Hewet murmured...
"Are we all alone in our circle?"

eeo"Quite alone", said Hirst. 'You try to get out, but
you can'te You only make a mess of things by trying'.

"I'm not a hen in a circle', said Hewet, '"I'm a dove
on a tree-top'. ... "I flit from branch to branch". 25.

Terence is to represent feeling in this story; he is the
novelist, the agent of communication. Virginia Woolf's first "artist",
he has the intuitive ability to identify with other selves.

"I don't see your circles - I don't see them", Hewet
continuede "I see a thing like a teetotum spinning in and
out - knocking into things - dashing from side to side -
collecting numbers - more and more and more, till the whole
place -is thick with them. Round and round they go - out
there, over the rim - out of sight". 26.

By assimilating lkmowledge of others, he means, the "globe" of
individual personality expands until its bounds are broken, and the
individual is able to become one with his world. Feeling is what - ﬁﬁites
people, and enables them to communicate. It is the intellect, we learn,
which sets them apart. ' '

"The truth of it is that one never is alone, and one
never is in company', he concluded.

""Meaning?! said Hirst.

"Meaning? Oh, something about bubbles - auras -~ what
d'you call 'em? You can't see my bubble; I can't see yours;
all we see of each other is a speck, 1ike the wick in the
middle of that flame. The flame goes about with us everywhere;
it's not ourselves exactly, but what we feel; the world in
short, or people mainly; all kinds of people''.

"A nice streaky bubble yours must be!" said Hirst.

"And supposing my bubble could run 1nto someone else's
bubble -"

"And they both burst?" put in Hirst.

"Then - then - then =" pondered Hewet, as if to himself,
"it'would be an e-nor-mous world', 27.

25. V.0. 123.
26. V.0., 12k,
27. V.0., 125.
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The fusion of inner lives is what Rachel and Hewet are to
accomplish together and apart: Terence attempts to accomplish it in life,
through actual human relationships. She, however, will accomplish this.

function through death. We have an indication of the meaning of the

28': she

"streaky bubble' in Virginia Woolf's essay ''Street Hauntiﬁg"
uses much the same image to describe the importance of intuitive
imagination in ordinary life: "Into each one of us (nature)let creep
instincts and desires which are utterly at variance with his main being,
so that we are streaked, variegated, all of a mixture; the-colours have
Tune.. is the true self neither this nor that, neither here nor there,
but something so varied and wandering that it is only when we give rein
to its wishes and let it take its way unimpeded that we are indeed
ourselves?"

During the picnid on the mountain, 294 Hewet offers Rachel the
chance of "Bloomsbury friendship', to be characterized by absolute
frankness on both sides, which she readily accepts. Hewet then parodies
death through a mime, unwittingly commenting on Rachel's death - her real
'voyage out". At the dance which follows some days later at the hotel,
St. John makes a similar pact for communication with Helen. 3. The only
reason for remaining aloof, Helen avers., is that they are "English
people". The dance ends with a great circle which forms in uhity and

then, in the rush, symbolically gives way. 3L.

b

The second section of the book - concerned with the jungle trip
to the interior, abounds with images referring to '"the floor of the sea";
This image is intended to symbolize the subconscious - the bottom of the
powerful "sea of feeling' - where men become united with each other. In
this section Rachel discovefs personal love for another human being. But
- as the final section will show - this proves not.to be enough for her
on its own. She demands a wider extension of the power to communicate.

On a cliff-top together over the sea, Rachel and Terence
compare the civilization and conventionality of Britain with the wild
28. Collected Essays IV, 160-161.

29. V.0., 170.

30. V.0., 191,
3. V.0., 195.




land they see about them. The attention of the novel begins to turn
inwards towards the primitive interior of -the country, and the voyage in
which constitutes its penultimate section: here the view was one of
infinite sun-dried earth... widening and spreading away like the immense
floor of the sea, -2° '

The primitive forest - the floor of the 'sea of feeling' - is
what all men share in common, Mrs. Woolf suggests. It is not merely the
source of Rachel's romantic attachment, for here we find the seat of our
power to identifj with others. As the authoress has written elsewhere:
"what greater delight and wonder can there be than to leave the straight.
lires of persanality and deviate into those footpaths that lead beneath
brambles and thick tree trunks into the heart of the forest where live
those wild'beasts, our fellow men?" 33. It is in this "primitive' area
of consciousness that the essential unity of mankind - past, present and
future - lies. '

The nearest parallel in fiction to the forest in The Voyage

Out is of course that in Conrad's The Heart of Darkmness. 1In fact in a

description of it on p.325, we find the words "the heart of the night...

the great darkness" The phrase "heart of darkness" is-also used in

the concluding passages both of her second novel Night and Day and of

her last, Between the Acts. The forest is made to bear a similar sort

of symbolic weight in this novel as in Conrad: it is that submerged area .
of consciousness in which, in an almost Jungian way, we all share.
Rachel feels that '"if one went back far enough, everything perhaps ...
was in commonj; for the mammoths who pasturéd in the fields of Richmond
High Street had turned into paving-stones and boxes full of ribbon, and
her aunts'. 354 This is thus not only a symbolic journey inward, it is
also a journey back in time.

To be at the bottom of this sea is to be in what has remained
unchanged among human beings through history, "while in other parts of
the world" - in the réﬁm of intellect - '"one town had risen upon the '
ruins of another towﬁ, and the men in the towns had become more and more
32+ VeOe, 249,

33. 'Street Haunting,' Collected Essays IV, 165.

34, V.0, 325.
35. V.0., 73.
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articulate and unlike each other', 364 It is the masculine intellect which
is responsible for the divisions-grown up in the world.

The images of the ocean bed multiply. When Rachel and Terence,
on the voyage upriver to the native camp, go ashore into the forest, they
feel they are walking "at the bottom of the sea'. 37. After they admit
their love, they feel they had '"dropped to the bottom of the world

38.

together'". then they reach the native village, Rachel and Terence

hear voices as if through waves. 59. There are echoes also of the '"Full

fathom five thy father lies'" which the unusual sailor had quoted to Mrs.

Dalloway on the journey out. On their return from the excursion,

Rachel plays a game in which she pretends to be carried in a current about
the world,

To be flung into the sea, to be washed hither.and thither, and
driven about the roots of the world - the idea was incoherently
delightful. 4l.

So the forest represents the "female" sphere of feeling and
intuition. The forest is the floor of the sea of feeling, on the surface
of which Rachel journeyed out in the first section, and in it is found
what Mrs. Woolf loosely terms the "love" which joins not merely man ahd
woman but all mankind through recognition of the universality of feeling.
We remember what Hewet said earlier:

"We don't care for people because of their qualities'', he
tried to explain. "It's just them that we care for', -
he struck a match - "just that'", he said, pointing to the
flames. 42,

However, the romantic éurn her life has taken leaves Rachel

unsatisfied: ''she wanted many more things than the love of one human being
- the sea, the sky ... she could not possibly want only one human being".l+3'
Meanwhile Hirst, the representative of the intellect, becomes converted

to feeling and life; he decides to move out of Cambridge: '"Love'", he said

36. zog.’ 323""".
37. ¥.0., 33l.

38. V.0., 335 & 338,
39. V.D., 346.

'll'O. ‘_’op_o, 57.

M. V.0,, 365,

k2, V.0., 227.

I+3_o zogo, 370.
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"It seems to me to explain everything. So, on the whole, I'm very glad
that you two are going to be married'. e Rachel knows: "It might be
45,

~ love, but it was not the love of man for woman'.
5.

The lovers never do marry, for the sound of the waves begins to.
be heard._'The symbolic waves now have an ominous sound, for they are to.
represent the vast impersonal sea of feeling and universal consciousness ...
with which Rachel must shortly become one. - Terence hears its '"low
murmir" 46. twice. The second time is as he reads poetry to Rachel in
the open:

Sabrina fair,
Listen where thou art sitting b7,
Under the glassy, cool, translucent wave.

Rachel stops him; she feels ill. She goes to bed, and her fatal
fever begins; she is starting her second voyage out. '""The glassy, cool
translucent wéve was almost visible before her, curling up at the end of
the bed... but by the next day all landmarks were obliteréted... She was
completely cut off, and unable to communicate with the rest of the

world",. St. John's chickens in circles and the.decapitated hens at

Lg,

the hotel become meaningfully united in a macabre dream. The crisis

of Rachel's isolation, her inability to communicate, passes.

At last the faces went further away; she fell into a deep
pool of sticky water, which eventually closed over her head.
She saw nothing and hears nothing but a faint beoming sound,
which was the sound of the sea rolling over her head. While
all her.tormentors thought that she was dead, she was not
dead, but curled up at the bottom of the seas. 50.

Just as the sexual significance of Dalloway's kiss did not reach
Rachel when it happened, but came to her in a nightmare after the event,
so now does her subconscious mind show her what has happened to her. She
now begins in earnest her final 'voyage out'.

- k . Raché; in her mind rises to the top of a wave, without will, but
conscious of her room with transparent walls growing bigger and bigger.
bk V.0, 382,

45. V.0., 385
Les ViOs, 394s
VR AR

49, V.0., 413,
50 V.0., 416.
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As she dies, Terence sits at her bedside. After a moment of recognition,
she ceases to breathe. For Terence, 'It was happiness... They had now

what they had always wanted to have, the union which had been impossible
while they lived", 2-°

him. Before this happens, as he goes downstairs, he notices that the

His vision is only momentary, and grief overtakes

~moon, casting a "silver pathway uporn the surface of the waves', has a
.halo round it.

"wWhy", he said... '"We shall have rain to-morrow''. 52.
6.

There follows the final section -~ the next day - in which the
meaniﬁg of Rachel's death is implicitly resdved. After an evocative scené
of universal "dawn'", the inmates of the hotel wake, and begin to gather
and talk over Rachel's death. Some joke in eﬁbarrassment, others wonder
what the purpose behind life may be. A young woman has for-annment a
vision of the dead girl's presence about a photograéh she once handled.
Then a storm breaks. Rain falls,

| But clues now occur in the text which invite us to récall an
earlier part of the book: just before Rachel went on the '"voyage in" where
she contracted her fever, she attended a church service at the hotel --and.
was so revolted she broke away completely from orthodox rellglon. There, the
smug clergyman dellvers a sententious sermon, but one of the images he
uses is of a "drop of water' which

detached, alone, separate from others, falling from a cloud’
and entering the great ocean alters, so scientists téll us,
not only the immediate spot in the ocean where it falls,
but all the myriad drops which together compose the great
universe of waters, and by this means alters the '
configuration of the globe and the lives of millions of
sea creatures, and finally the lives of men and woman who
seek their living upon the shores - all this within the
compass of a single drop of water, such as any rain

shower sends in millionse... we know that the fruits of

the earth could not flourish without them. 53.

51. V0., 418-9 -
52. V.0., 432,
53 V. o., 282,
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This image above is, as we shall see, the solution to the

problem of Rachel's deéth. All that has happened to Rachel, we are
"intended to conclude, is that she had ceased to be in the present: she
continues to exist in a real sense in the memory of others, amd in the
world she has alfered, and of which she has thus become part. Like
the "raindrop!" in the unfortunate sermon, she has contributed her
individuality to all being. Consciousness, Virginia Woolf sees, exists
only in the present. Yet, once again like the drop absorbed into the
sea, Rachel continues to affect the present and so continues to exist
in it. She is no longer confined to her personal form, but, at least
for Hewet and Hirst, she becomes part of them and part of the world of
natural objects. ‘"Her ideal - complete communication - is achieved.
She is identified first with the moon of the night of her death, and
she is identified now with the storm which concludes the book. Thus
with the help of the reader's memory, the book is resolved, and the
"form" is completed.

The storm - a symbol of what has happened to Rachel - provides
the book with an almost operatic close. The people in the hotel are
apprised of the storm by "the first heavy drop striking the pane''. 5A°_
The storm develops cataclysmic proportions, and we see the diners in
brief electric flashes. After the meal, they gather in the dark ‘below
a skylight, looking.upwards, and are for the moment unified. ‘For those
who are in the present, divisions are briefly abolished and communication
established. But the "artificial light" is turned on: conventienal
barriers are immediately raised again and the diners-all separate in
embarrassment. Meanwhile the storm overhead is passing out to sea.

Mrs. Flushing announces: "The lightning went right out over the sea, and
1it up the waves and the ships far away. You can't think how wonderful
the mountains looked too, with the lights on them, and the great masses
of shadow. It's all over now". 25+ We are reminded of Rachel's picture

of human life as transitory lights across s0lid masses. 56.

She  Vi0:, 449,
55 Vi0., 45k
56. V.0., 358, 145.
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St. John, meanwhile, who has wandered in, wind-blown and
disshevelled, sits down and begins to experience a strange feeling:

As he sat there motionless, this feeling of relief became
a feeling of profound happiness. Without any sense of
disloyalty to Terence and Rachel he ceased to think about
either of them., The movements and voices seemed to draw

together from different parts of the room, and to combine

themselves in a pattern before his eyes; he was content

to sit silently watching the pattern build itself up,
looking at what he hardly saw. 57.

Mrs. Woolf's own pattern is thus complete. Despite obvious and
natural defects in her presentation here, due to immaturity.and
inexperience, many features both of the book's technical structure and of
the outlook presented in it will be used in a far more mature manner in
later novels.

But, it will be remembered, the pattern given in the novel is
intended to reflect a larger pattern, a form which may sometimes be
apprehended in life, Rachel, in a transitory '"moment of vision' speculates
within the book on the justification for the pattern-giving activity, and
in this statement provides an adequate summing-up of her authoress's
intention:

There was the strange thing, that one did not know where
one was going, or what one wanted, and followed blindly,
suffering so much in secret always unprepared and amazed
and knowing nothing; but one thing led to another and by
degrees something had formed itself out of nothing, and
so one reached at last this calm, this quiet, this
certainty, and it was this process that people called
livings Perhaps then, every one really knew as she knew
now where they were going; and things formed themselves
into a pattern not only for her, but for them, and in
that pattern lay satisfaction and meaning. 58.

'57. V.0
58, V.0., 38L4-5,



The sun rose higher ... Sharp stripes of shadow.lay on the
grass, and the dew dancing in the tips.of the flowers and
leaves made the graden like a mosaic of single sparks not
yet formed into one whole (W., 20).

50.



51.
CHAPTER II

all learning left behind, established now in its own beauty,
the seeker is suddenly swept beyond everything by the very
crest of the wave of Consciousness surging beneath, and is
lifted on high, and sees, never knowing how; the vision
floods the eyes with light but it is not a light that shows
some other thing; the light is itself the vision. 1.

The passage was written, not by Virginia Woolf, but by Plotinus,
describing the ascent of the contemplative towards the One. We have seen

in the Introduction how Keynes came to think of G.E. Moore's philosophy

as "some sort of relation of neo-platonism" 2'; and in A Writer's Diary

the only philosophers named among Mrse. Woolf's reading are those of the
ancient world, Plato above all. We know that she taught herself Greek,
and frequently practised it on the Socratic dialogues.

It is part of my purpose to demonstrate that the authoress's
thought may be seen to have its place in acknowledged philosophic
tradition, and for this reason- I have ¢ompared her theories here and
elsewhere with those of contemporary and other thinkers, wherever I
considered this might prove relevant or helpful. I believe that Mrs.
Woolf's ideas may fairly be considered part of the idealist tradition of
philosophy, which descends, of course, from Plato himself. It must be
borne in mind however, that she was naturally strongly influenced at least
by the Bloomsbury empirical attitude, and in addition her ideas were
derived primerily from her own experience. Yet, as we shall see in
Chapter VII, this experience includes something very close to "mystic!
phenomena. Since it is best to be sure exactly what the mystic phenomenon

involves, especially as the underlying meaning of The Voyage Out then

becomes clearer, it is helpful to turn to Plotinus, who was not only the
most famous'neo-platonist!', but is also considered the '"father!" of
mysticism in the Christian era.

We see that Rachel's journey inward to the centre of her own
being, which enables her to make comtact with all being, has an obvious
parallel in Plotinus' system: it is the way advised for the pure '"lover'.

l. Ennead VI.7.37. My translation. See Stephen Mackenna, The Enneads
of Plotinus, 204-5, and Elmer O'Brien, The Essential Plotinus, 28.

2, Two Memoirs, 86.
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The prerequisite that she must recognise the limits of '"male! intellect
is also consistent with Plotinus, where reason brings the contemplative
only to the edge of insight. In addition, as we have seen, the moments
when Rachel intuifively identifies with the universe around her,
moments usually associated with the symbol of the globe, have their
mystic side, and are consistent with mystic experience.

In the quotation above, 1 have used the word ''Consciousness'
for Plotinus'-specialized word Vv X S usually translated as '""The
Intelligence'. As I have shown, Rachel through her death becomes an
influence on, and in this way takes part in, the consciousness that
remains eternally in the present. She remains '"alive' by her identity
with those who are still living. Consciousness, immortal, lives on in
the present, it is only its individual vessél? which disappear. In

e

the Timaeus. Plato expresses this distinction ”°, in reference to the
"eternal essence'':

the past and future are created species of time, which we

unconsciously but wrongly transfer to the eternal essence;

for we say that he "was", he "is", he 'will be'', but the

truth is that "is" alone is properly attributed to him

Similarly,- after his own "voyage in'' to that part of him,

free of the intellect, which he shares with all being, Plotinus' seeker
fuses with the One, where he knows no movement, where he is not "in
life'" but "above life! and where intellect is useless, for "the Supreme*

is not known Intellectively" Plotinus likens this to "a living sphere

teeming with variety, to a globe of faces radiant with faces all living,
to a unity of souls'", “°

- This.is very close to Virginia Woolf's insight, and Plotinus
goes on to clarify what he means by this '"unity of souls': ‘''we are
thinking of soul as simultaneously one and many, participant in the
nature divided in body, but at the same time a unity by virtue of -

belonging to that. order which suffers no division".

3. Jowett translation, section 37-38.

L, Ennead VI.7.37., Mackenna translation, 204,
50 Ennead VI.7.15., 92. Cito, 181-2-

6. Ennead IV_.9.3-, Ope C'Lto, 185.
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It must, no doubt, seem strange that my soul and that of
any and everybody else should be one thing only: it might
mean my feelings being felt by someone else, my goodness
another's too, my desire, his desire, all our experience
shared with each other and with the (one-souled) universe,
so that the very universe itself would feel whatever I
felt. 7.

This way of thinking is very similar in outline to that of the
authoress, and is the clue to much that has been recorded as odd or
obscure in Virginia Woolf. It is the explanation of Mrs. Woolf's stated -
identification of Septimus and Mrs. -Dalloway in the later novel; it is
the reason why an experience which happens to one person may become part
of the consciousness of another person - as frequently happens in the
novels - without any communication on the point between them. It is the
reason for the much-criticized unity of tone in The Waves : the authoress
is substituting tone for the "stuff of consciousness', and by this
illustrating the essential unity of all being through the medium of her
"own" voice. It is almost Virginia Woolf's method as a novelist - to
communicate a complex system of ideas without their explicit statement
in the communication itself. Even this method receives its benediction
in the third Ennead: "To learn, we must not allow ideas to remain
.exterior to us, but fuse them until they become part of our existence".s'

It is this sequence of ideas which will lead to the important

statement in Mrs. Dalloway: '"Death is an attempt to communicate'. It

must, however, be affirmed that Virginia Woolf's views were the result
of her thinking about the nature of the world as much as of her feeling,
This immensely broad view of humanity, almost as if in reality

it had a 'common sbul', is part of her vision. But with Night and Day,

her second novel, published in 1918 and written through the war, there

is evidence of a constriction of sympathy. True communication is at

first difficult, well nigh impossible, for the characters in this book.

It is only in the love of individual people, set against the vast mass

of humanity, that complete communication becomes even feasible. In fact,
the widening of her sympathy is the most evident feature of her development

7+ Ennead IV.9.3., Op. cit., 154.
8. Ennead III. 8.6. O'Brien translation p.168.

- 9« BSee Chapter VII



S,

as a novelist. The last stage is neared with The Years (1936), which at
least in its conclusions is not perhaps such.a pessimistic book as has .
often been thought. Here, as .we shall see, the final resolution of the
problem of living is argue& out by characters at a party-in isolation
from one another, and yet their communal inner life is the ultimate in

intuitive identification. In Between theé Acts (1941) HLer concern goes

beyond even this to a vision encompassing all humanity.

But the most important element in Plotinus which we may judge
akin to Bloomsbury thought is his concept of beauty. This most famous
section of the Enneads, which was such an influence on Renaissance
painting, has a counterpart in the background of the Bloomsbury ''New
Renaissance'", for Plotinus must be considered the most influential
proponent of the idea of.'significant form": -

All shapelessness which admits of pattern and form, as lonag
as it does not share in reason or in Idea, continues to be
ugly and foreign to thought. It is utter ugliness, an ugly
thing being something that has not been entirely mastered by
pattern, that is by reason, the matter not yielding at every
point to formulation in accord with Idea. Where Idea enters
in, it groups and arranges what from a diversity of parts is
to become a unity: it makes the sum one harmonious coherence,
for Idea is a unity and what it moulds must be unified as far
as multiplicity may.

And on what is thus compacted to unity, beauty resides,
giving itself to the parts as to the whole: when it lights on
some natural unity, a thing of like parts, it gives itself to
the whole« For example there is the beauty craftmanship
confers upon a house and in the same way upon all its parts,
and there is the beauty some natural quality may give to a
single stone. This is how matter becomes beautiful - through
communion with The Intelligence. 10.

We are reminded of Roger Fry's explanation of aesthetic respénse
as a recognition that the matter of a work of art has been '""penetrated
and impregnated by an idea'. 1. But Plotinus, continuing his first
Ennead, makes a statement about form-giving which is of greaf value in
the clarity it provides for one of Mrs, Woolf's most prevailing symbols:
that of light or fire: the beam from the lighthouse.

10, ZEnnead l.6.2. My translation. See Mackenna, p.81, and O'Brien, pe37.
1l. See Chapter I. - '
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the beauty of colour is the outcome of a unification: it -
derives from form. Reason and Idea, as an invasion of
incorporeal light, conquer the darkness inherent in matter.
This is why fire is more splendid than all material bodies,
for it holds the rank of Idea to all the other elements.
Always struggling upwards, this finest and liveliest of
bodies is very near the urembodied. It has no matter in '
itself, while all matter may be penetrated by it; it
provides the warmth for other bodies but is never cold
itself; it has colour primally, they would be colourless
were it not there: thus the splendour of its light, which
springs from the Idea. Bodies outside or uncertainly held
by its light are not beautiful as they have not absorbed
-the form of colour in its fulness. In the realm of sound...
the measuresin music are not arbitrary but are fixed by
the Idea whose function it is to dominate matter and bring
-pattern into being. 12.

Likewise fire for.Virginia Woolf is the light of life, it is
the idea which permeates experience and gives it form. The form in turn
casts its light into the world around it and orders what it illuminates..

In her second-novel, Night and Day (1919), the symbol of fire

is used frequently. But it is a hidden inmer fire only visible to another
through the medium of .love. When Plotinus says "In sum, we must withdraw
from all the external, pointed wholly inwards; no leaning to the outer"13'
he is expressing much the attitude that the central characters in this
novel often feel compelled to defend. But their search is for a way of
overcoming the forced privacy of the inner worlds of individuals, which
find no expression in ordinary social intercourse.

There is no mystery about the symbhol of '"night and day". It is
explained explicitly in a mﬁch—quoted paragraph:

Why, she reflected, should there be this perpetual
disparity between the thought and the action, between the
life of s6litude and the life of society, this astonishing
precipice on one side of which the soul was active and in
broad daylight, on the other side of which it was
contemplative and dark as night? Was it not possible to
step from one to the other, erect, and without essential
change? Was this not the chance he offered her - the

rare and wonderful chance of friendship? 1li.

12, Ennead 1l.6,3. My translation. See Mackenna, p.8l, and O'Brien, pe37.
13. Op. cit., Mackenna translation, p.2L47. S
11+0 N. D.’ 358-9.
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Night, the life of the imagination, is seen as opposed to Day,
the active and social life. Ordinary personality is made up ‘of these two
elements, which alternately influence it rather like opposite scales of a
balance, but in each person one of these in the end proves dominant.

Tt is ironic that Virginia Woolf was attempting to write a
social comedy during the years of the war, and under the threat of mental
breakdown. At any rate, it is her least appealing work, the only one in
which the level of the symbolic argumentation, where what the characters
represent is interesting and effective, clearly seems to overrun and
vitiate the straightforward story line, where the same figureé'appear dull
and insipide This paradox = the characters being rounded as symbol but
flat as people - may just possibly be intentional, but it tends to draw out
life from the book. The hero who moons about under lampposts outside
the heroine's house here at least justifies the remark that "Mrs;'w°olf's
romantic men are more than a vengeance for our male author's romantic

women'', 15.

She did not again make this mistake.

There is one atrociously sentimental chapter, the twenty-ninth,
where one young lady is concealed behind a curtain while the man she is
in love with confesses his love for her to a friend. The lovers are
united in the midst of tears and platitudes. The scene is arranged'in
this way because Virginia Woolf is attempting to recreate Meredith's
achievement in The Egoist - the novel.in which her father appeared as
one of the characters ~ of using the structure of the comic drama in the.
no%el. The word 'egoist'" recurs in differing contexts throughout the

text 16. and chapter XXIX of Night and Day is roughly equivalent to

chapter XL in The Egoist: "Midnight: Sir Willoughby and Laetitia, with
young Crossjay under a coverlet.! Some of the unsatisfactoriness of

Night and Day lies in its virtually constituting a reprieve for Sir

Willoughby and his 'away from the world" inner life so satirised by
Meredith. This is another of the drawbacks of this novel: that it
represents a point of view which Mrs. Woolf herself in many ways outgrew.
Ka;herine is giyen a chance Sir WilloughbylPatterne was not ~ to
transcenfl her egoism through reciprocal communion with another.

15. Robert Peel, 'Virginia Woolf', Criterion, 78-96.
16. N. D., See 56, 68, 216, 285, 330.
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The recurring references to ‘Shakespeare are another indication
of the theatrical connotations of the novel. It is after a visit to
Shakéspeare's grave that Mrs. Hilbery returns to unite the pairs of
parted lovers. Her daughter, Katherine, the.heroine, is often likened
to Rosalind in "As You Like It". This is becaﬁse if we see the outer
active condition of 'day'" as being in essence ''male'" and the inner
imaginative hidden life of "night'" as being a '""female" state, then
Katherine, who actively orders the everyday life of the Hilbery house~
hold, is in a "male' guise. But she is a fraud. Her practicality is
mere pretence, though hardly anyone, especially her parents, suspect it
until the ‘end. She defends the "outer" 17. and yet is always forgetting
her purse or her gloves, or leaving baskets on buses. 18. The truth is,
glie has an active secret '"inner life", the perfection of which finds no
counterpart in the world around her, but only in her hobbies of
mathemdtics and astronomy, which she works on, unsuspected, in the
privacy of her own room. The results she hides between the pages of a
Greek dictionary: Athens is, for Mrs. Woolf, as Byzantium was for Yeats,.
the place where the private and the social were oOne.

‘The story is outwardly the "type' of the comic dramatic plot.
Ralph, an industrious young lawyer from a lower middle-class family, is
loved by Mary Datchet, a woman's suffragist worker. Ralph, however,
meets and becomes fascinated by Katherine Hilbery, who is the granddaughter
of Richard Alardyce, the Victorian poet. She is helping her mother to
write the poet's biography. Ralph privately makes her his ideal.
Katherine is herself engaged to be married to William Rodney, a convention-
bound young man who writes rather pedantic poetic dramas.

After a time in London, the two couples holiday, unknown to each
other, in Lincolnshire. They meet as a result of the vagueness (or is it
coy slyness?) of Mrs. Hilbery, who loses herself and then recognises '
Ralph, who in ‘turn restores her to her party. The meeting puts an end to
Ralph's intention eof proposing to Mary, as he realises that it is
Katherine who occupies his thoughts. Mary returns to London, decides to

17¢ N.D., See 150.
18. N.D., 63, 138, 140, 183, 205, 352, L62.
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swallow her disappointment and devotes herself to "humanity" by working
for an even more grandiose (and undefined) scheme for social betterment.
The engagement of Katherine and Rodney is also broken off, but Katherine,.
realising that nothing in life corresponds to her inner ideal of
perfection; is persuaded to renew the relationship once more.

While in Lincolnshire, the Hilberys had been staying with
their relatives, the Otways, also members of the '"intellectual aristocracy'.
William Rodney is rather taken with their younger daughter, Cassandra,
who is far less indifferent to his talents than the beautiful Katherine
has proved. Once back in London, he and Katherine agree to .preserve
their engagement for the sake of appearance, but to invite Cassandra
down to visit them The .girl and Rodney fall in love as planned, and
Katherine and Ralph are enabled to pursue their own friendship, a
Bloomsbury "experiment in communication'.

An aunt, a representative of convention, caricatured like her
fellows Richard Dalloway and Sir William Bradshaw in other noveis,
neglects her preoccupation of reporting on a nephew - he has flouted
accepted codes of cénduct by taking a common-law wife - to spy on the
couples. She informs on them to Mr. Hilbery, Katherine's father, who, .
accustomed to letting Katherine make the decisions, determines for once
to act strongly by refusing to allow the young people to meet. .Mrs.
Hilbery returns from a visit to Shakespeare's grave to sort out the
difficulties and unite the couples. Rodney and Cassandra become
engaged, and Ralph and Katherine, after wandering about the streets of
London, adnit to each other that they are in loye. On this note, with
all four of them promised to their proper partners, the novel ends,

The comic bearing of this will be evident. Virgimia Wooelf
may have originally conceived of her special genius as being comic. The
early part of The Voyage Out, .for instance, aboard a suitably named ship
(Euphrosyry = merrimentj, is treated much as a comedy of manmers. On

the secondary level, however, Night and Day is once again an inguiry

into the problem of communication.
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A clue to its meaning may be found in Roger Fry's 'An Essay in

19,

Aesthetics' included in Vision and Design and first published

separately as a magazine article in 1909, There he points out a common
Bloomsbury opinion that works of ért, and all the productions of the
imaginative life, are distinguished by their freedom from the utilitarian
emotions of everyday life: they must be conceived of as ends, not as means.

I think the artist might if he chose take a mystical

attitude, and declare that the fulness and completeness of the
imaginative life he leads may correspond to an existence more
real and more important than any that we know of in mortal
lifees. we should rather justify actual life by its relation
to the imaginative, justify nature by its likeness to art ...
the actual life may be explained and justified by its
approximation, here and there, however partially and
inadequately, to that freer and fuller life. 20.

This conclusion reminds us of Wilde's in '"The Decay of Lying'.
Aé we have seen, Virginia Woolf, too, has spoken of the '"moments of
vision'", when here and there, partially and inadequately, we experience
life as if it conformed to art. The desire to perceive pattern, and the
patterning activity itself is central to the imagination. "Art, then, is,
if I am right, the chief organ of the imaginative life", 2L. says Fry.

Art, being a work of "ordered form'", Virginia Woolf felt, would
help to bring order and pattern inte the inner life of those who perceived
it, as would anything ideal or perfect. To Roger Fry, as well, the work
of art would not remain simply a formed product of one artist's mind, it
would have a special power of communicating with those who saw it. As
Fry puts it, "We feel that he (the artist) has expressed something which
was latent in-us all the time, but which we never realized, that he has
revealed us to ourselves in revealing himself'. 22.

According to the essay, the work of art, then, must contain this
"purpose'', this intent of comminication. It must contain, Fry says, the
stimulation of "variety" (change), but the first quality we demand is
"order''s The perception of purposeful order and variety in an object gives
19. (1920) Pelican edn. 1961, 22-39.

20, Vision and Design, 27.

21. Op. cit., 29,
22, Op. Cite, 33.
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us the feeling which we express by saying that it is beautiful’-. 23. It
is arranged in such a way that'the emotional elements are elicited with
an order and appropriateness altogether beyond what nature herself

provides',

The two central characters in Night and Day, Katherine Hilbery

and Ralph Denham, are both in search of something they feel is lacking in
their inner lives: an object which provides order for their lives as a
whole., - Ralph finds what he seeks in Katherine herself. She becomes
unwittingly the centre of Ralph's imaginative life, because her beauty
and elegance make her somehow "ideal' to him. She becomes the centre of
his inner life, the-object.of his fantasies, not as her actual self, but
as Ralph's romanticised conception of her. _ _

Katherine meanwhile finds this perfection, this order that she
needs, in the study of the stars and abstract mathematics. They have the
same place in hér imagination that she has in Ralph's: they represent the
perfection round which her inner life coalesces. )

To Ralph, at any rate, this '"mew possession! of his - the ideal
Katherine - is used at first as a protection against the humdrum

25,

conventional world. He treats the actual Katherine merely as a

source of fuel for the life of his imaginary puppet version; ''yes, but

how terrible sometimes.the pause between the voice of one's dreams and
vt 260 11 s

H At times he

is determined that the real Katherine should conform to his will 27"and'

the voice that comes from the object of one's dreams

resemble his inner ideal, At others he accepts that there is no concord
between the inner life of contemplation and the outer life of action.

Ralph had made up his mind that there was no use for what,
contemptuously enough, he called dreams, in the world which
we inhabit. It sometimes seemed to him that this spirit was
the most valuable possession he had; he thought that by means
of it he could set flowering waste tracks of the earth, cure
many ills, or raise up beauty where none now existed ... His
endeavour, for many years had been to control the spirit, and

23, Op. cit. 34,
2. iofd_%_go’ 80

25. N. D., 17-18. _
26. E. _2., 319. See also Pe 91, p.235, p.265.
27; Ne Doy 576
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at the age of twenty-nine he thought he could pride himself

upon a life rigidly divided into the hours of work and those

of dreamse... As a matter of fact, this effort at discipline
eeoetinged his views with the melancholy belief that life for '
most people compels the excercise of the lower gifts and

wastes the precious ones... 28.

"There may be nothing else%, he begins to féar. "Nothing but
what we imagine"?g'Ralph's despondency is really caused by the acquiescent
nature of the Katherine of his fantasy. The truth is, she is a dead
object, subject to his will alone.- This is proved by the frequency with
which he feels compelled to return to the real Katherine to give
sustenance to his imagination.

Katherine's predicament, although less depressing than Ralph's,
arises from the same conflict. She is forced to kkeep her inner life
hidden, because 6f her social position. Society and family are the same
repression, to her-and to Ralph, because they disparage privacye. 0.
Ralph's false outef facade and apparent self-control ~ paralleled by the
"reality'" he finds inside himself, and his romantic folly - find their
counterpart in Katherine's relations to her family. She has grown up to
représent practicality and externality to a family whose activity is
bound up with poetic and litefary pursuits. Consequently she has been
placed in charge of household management. It is her job -to see that
"every clock ticked more or less accurately in time" 31': to see that
the individual inner time of each member of the household-conforms with
the social time of the whole family., Since this facade is accepted-by
her family, she is obliged to keep her inner imaginative life - inter-
woven with her love of mathematics and astronomy - a secret she reserves
for expression only in her own room.

To her mother, Katherine's externality is ''poetry the wrong

1 32

side out! t her private life is supposed to be perfectly expressed

in her social attainment. Mrs. Hilbery, whose activities it is her job

to regulate, is almost entirely a creature of the inner life. Her

28, N. D., 129-130.
293 l\li 26, ""050
30. H'o 26, 20.

31s N. De; 38

32, TIbid.



interior time is innocent of self-discipline.

‘Her watch, for example, was a constant source of surprise
to_her, and at the age of sixty-five she was still amazed
at the ascendancy which rules and reasons exerted over
the lives of other people. 33..

The clock imagery is used again when Katherine and her father
come into conflict over the cousin who has flouted convention. "The
grandfather's clock in the hall ticked in competition with the small
34,

clock on the landing'. Once, again, two times are in conflict: age
and youth, convention and freedom,

Mrs, Hilbery lives in the past. Her own inner world is
~ completely occupied-by the times of her father, the poet Richard Alardyce,
whose biography she is attempting unsuccessfully to write; she is like a
wayward child, unamenable to any kind of system. She is in fact changing
the actual events into a myth, as if by "a touch here and there she could
set things straight which had been crooked these sixty years'l 35, Life
has become arbt in Mrs. Hilbery's mind. That what she represents - the
"inner" - is of dominanf-value to the authoress, is shown by the way Mrs,

Hilbery acts as degiégfmachina throughout the booke

When Katherine begins to realise her love for Ralph, she
'"becomes' her mother; the facade falls away. Cassandra, who has set the

seal on Alardyce by daring to say that he was probably '"a fraud like the
36.
1"

rest is the first one to notice this change: when Katherine forgets

" to help the pudding and then wanders off to look for Ralph without any
37

gloves y the girl points out this new resemblance between mother and

daughter.

Ralph's idealised conception of Katherine is not very different
from that which her parents hold. For them she is a person '"to whom
every one turns" 38, After Ralph by chance catches sight of her in the

Strand the whole scene '"wore that curious look of order and purpose which

is imparted to the mest heterogeneous things when music sounds'.

33« No Doy 39

34, N.D., 108,

35 N. “D., 102.

3. N. D., bss.

37. N. D., 460, 463,
38. N. D., 117. '
39. N. D., 133.
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Katherine, the inner Katherine, imparts order to Ralph's world.

After Katherine and William Rodney announce their engagement,
Ralph feels bereft of her formative influence, Chaos descends upoen him.
He "made no pattern out of the sights he saw' 40.; he felt "adrift';
not one of his possessions was safe now". He felt one with the down-
and-outs in the doors of public houses who saw things as being without
substance, and were blown here and there by the wind. Deprived of the
axis, the central pivot, he is able to discern no meaning at all in
things. On the embankment at night, he sits on a bench despite '‘the
chilly fog which obscured the farther bank and left its lights suspended
upon a blank surface while inside him all bright peints in his life were
blotted out". The'imﬁge of points of light, as .we have seen in The
Voyage Out, is used to indicate both impressions as they strike us, and
also the separate lights of individual consciousness. The fog here
separates the lights from their surroundingsj; their supports are no
longer visible. So both individual minds and the impressions which these
minds receive, as well as the relationship between the impressions,
become disparate and unrelated.

The whole mass of the world was insubstantial vapour, surrounding
the solitary spark in his mind, whose burning point he could
remember, for it burnt no more. He had once cherished a

belief, and Katherine had embodied that belief, and she

did so no longer. 1 I

Beneath this of course, like the first strains of a 1e1t-mot1f,
is a suppressed visual image: the symbol of the llghthouse. Katherine
gradually.becomes identified in Ralph's mind with this symbol, for the
lighthouse is, of course, that which provides order for the ships which
pass at night over the chaos of the waves. Katherine represents order
and civilization almost as a hereditary legacy, for when her ancestors
"were not lighthousés firmly based on rock for the guidance of their
generatlon, they were steady, serviceable candles, illuminating the

ordinary chambers of daily life''. 2.

Lo, N. Di, 161-2.
L N, D., 163,
42; 1\1_. g., Z0e"
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.Much later, Ralph, once again wandering and communing with
himself at night, has a similar series of impressions, but they come to
him with much greater definition. At first he has a similar sensation
of impending chaos.

But the whirl of the atmosphere alone was in Denham's mood,

. and what of star or blossom appeared was only as a light
gleaming for a second upon heaped waves fast ﬁﬂlow1ng each
other. 43,

The light of "day"'touches only momentarily the feelings of
"night'". When Denham sits down on a park bench to gather his thoughts, a

tramp sits down next to him,

And when the elderly  man refused to listen and mumbled on,
an odd image came to his mind of a lighthouse beseiged by
the flying bodies of lost birds, who were dashed senseless,
by the gale, against the glass. 4.

Passing on, he reaches the street in Chelsea where the Hilberys
live, and looks up at the lighted room:

Light burnt in the three long windows of the drawing-room.
.The space of the room behind became, in Ralph's vision, the
centre of the dark, flying wilderness of the world; the
justification for the welter of confusion surrounding itj
the steady light which cast its beams, like those of a
lighthouse, with searching composure over the trackless
waste. In this little sanctuary were gathered together
several different people, but their identity was dissolved
in a general glory of something that might, perhaps, be
called civilization; at any rate, all dryness, all safety,
all that stood up above the surge and preserved a
consciousness of its own, was centred in the drawing-room
of the Hilberys... At length... he allowed himself to
approach the figure of Katherine herself; and instantly
the scene was flooded with excitement. He did not see her
in the body; he seemed curiously to see her as a shape of
light, the light itself; he seemed, simplified and
exhausted as he was, to be like one of those lost birds
fascinated by the lighthouse and held to the glass by the
splendour of the blaze. 45,

Change and the eternal; flux and the enduring; for Virginia
Woolf, as for Plato, life implied both extremes. But she rejected neither
of them. To her, change and growth, the very stuff of life, moved as if
43, N. D., 416.

44, N. D., W8,
45, N. D., 418-419.
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about an unchanging centre, which draws the particular elements of
experience inte its ordering pattern. Katherine, for Ralph, comes to
represent this ideal, for - if love may be defined as the emotion of
attraction which draws together the lover and the objects of her iove,
an emotion of ordering, then Katherine's influence on him is that of

love. As Lily Briscoe will realize in To the Lighthouse: '"Love had a

thousand shapes. There might be lovers whose gift it was to choose out
the elements of things and place them together and so, giving them a
wholeness not theirs in life, make of some scene, or meeting of people
(all now gone and separate), one of those globed compacted things over
which thought lingers, and love plays'.

' In distinction to that of Ralph, Katherine's inner world contains
not people but mathematics and the stars., When she and Ralph meet for the
second time, at a party, she gazes at the night sky out of the window.

When he questions her knowledge, she replies with ironic humility that she
would knéw how to find the Pole star if she were lost. 47 The ""star!
image is already being related to the neéd for order. On page 108 she
daydreams of éome magnanimous hero on a great horse, but her daydream is
very closely connected with her need for mathematics. Mathematics are, in
a sense, her dreams made concrete. This objectification into mathematics
of her need for perfect order is of the saﬁe nature as her interest in
the constellations of impersonal stars. As Katherine hefself puts it on
page 449, she is "in love with pure reason". Reason and love in this
sense become indistinguishable, since the activity of reason is also to
provide order. She comes to the conclusion that '"Perhaps, Mary, our
affections are the shadow of an idea. Perhaps there isn't such a thing

as affection in itselfe.." The idea, the nature of the pattern, lies
behind what and who we accept into our pattern.

A1l the issues which have been discussed so far, those of "order"
and "the inner and the outer'", are brought together in a section which is
perhaps the most important in the book for the purposes of this inquiry.
46. 2. Eo’ 223.

47. N. D., 58.
48, . D, 286,
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Here, Katherine is thinking to herself as she wanders home through the
streets of London, considering first the opposition of convention to the
individual imagination:

The only truth which she could discover was the truth of what
she herself felt - a frail beam when compared with the broad
illumination shed by the eyes of all the people who are in

. agreement to see together; but having rejected the visionary
voices, she had no choice but to make this her guide through
the dark masses which confronted her. She tried to follow
her beam see Much depended, as usual, upon the .
interpretation of the word love.e.s. For the more she looked
into the confusion of lives which, instead ‘of running parallel,
had suddenly intersected each other, the more distinctly she
seemed to convince herself that there was no other light on
them than was shed by this strange illumination, and no other
path save the one upon which it threw its beams. 49.

It is this notion of the nature of love that is the inmer
illumination Katherine provides. She goes on - in imagery which implicitly
invokes the '"cone'' shape - to relate the patterns of mathematics and stars
to the concept of significant form as expressed in the novel, inviting
extension of this to embrace the metaphysical notion, the overall shape
which provides human life with order.

Her mind, passing from Mary to Denham, from William to Cassandra,-
and from Denham to herself - if, as she rather doubted, Denham's
state of mind. was connected with herself - seemed to be tracing
out the lines of some symmetrical pattern, some arrangement of
life, which invested, if not herself, at least the others, not
only with interest, but with a kind of tragic beauty. She had a
fantastic picture of them upholding splendid palaces upon their
bent backs. They were the lantern-bearers, whose lights,
scattered among the crowd, wove a pattern, dissolving, joining,
"meeting again in combination... she determined that, whatever
else might be obscure, she must further the objects of Mary,
Denham, William and Cassandra... If you cannot make sure of
people, however, you can hold fairly fast to figures, and in
some way or other her thought about such problems as she was
wont to consider worked in happily with hér mood as to her
friends' lives. 50. :

Our comparison with, the ideas of Plato and Plotinus continues to
help our understanding of what Mrs. Woolf is saying. For instance, in her
inner world, for Katherine, '"there dwelt the realities of the appearances

k9. H: Di; 330-33L.
50. H: Dij 332:333.

—
"
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which figure in our world". oL.

Deep in abstraction on one occasion she
hears the voices of the others as if they came from "another world, a
world antecedent to her world, a world that was the prelude, the ante-
22+ The world of "night" which she inhabits, the

world of intuition and imagination, is conceived very like Plato's world

chamber to reality'.

of immutable forms, of which our actual world of change is merely the

mirage. Katherine defines once and for all the perﬁanent relation between
the inner and the outer, and her conception of it, when she asks herself:
""reality, was it, figures, love, truth?ﬁ-SB. This then, is her understanding
of the relationship between the inner world of Platonic "forms'" and the

outer world of change: the ideals "figures, love and truth' all help to
order the changing world.

Yet change is important. A quotation from Dostoevsky recurs in
Katherine's mind: "It's life that matters, nothing but life - the process.
of discovering - the everlasting and perpetual process, not the discovery
itself at all'. She Life is not a rest in a Platonic stasis, it is an
involvement with change. It lies in the appropriation of experience into
our personal order,'in defiance of that final stability, death.

Mary Datchet, on page 292, expresses her fear of going about
with something in her mind all hér life that never changes. The same fear
earlier becomes a spur to communication, when she debates with herself
whether she should speak her mind or remain quiet:

It is right, her instinct’'told her; right to expose oneself
without reservations to other human beings ... But if she did
keep something of her own? Immediately she figured an

immured life, continuing for an immense period, the :same
feelings living for ever, neither dwindling nor changing within
the ring of a thick stone wall., The imagination of this
loneliness frightened her. 55.

Until the end of the novel is neared, both Ralph and Katherine are
preoccupied with their inanimate ideals and automaton. fantasies. But

Ralph the dreamer, afraid of too much contact with the real Katherine

51. H. 2.’ 145.
52, N. D., 373
53¢ N«Dey, 533
54, NW. D., 132.
55. N. D., 289.
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since it might tarnish the“perfection of his self-made ideal of her, is
shocked by his discovery after an encounter: "from the depths of his mind
there rose unchecked a recognition that human nature surpasses, in its
beauty, all that our wildest dreams bring us hints of'". 56.

Katherine, too, in her self-obsession, causes others to.comment
that "life isn't altogether real tb her yet''. 57 She, like Ralph, has
.not yet experienced the communication with another which would bring
reality into her inner world. It is "dialogue' with another, we may say,
that brings life, anothér word for which might be change. Also, if
cormunication is life, love is its precondi%ion. She. rejects Rodney in
order not to compromise her ideal, and yet with Ralph, who offers true
communion on this hidden ideal level, she achieves more than her vision.
Change and the unchanging ideal, she eventually finds, are necessary to
one another. 'You've destroyed my loneliness', she is forced to tell
him. 58. '

We find this emphasis on the reciprocal importance of life to
art elsewhere in the novel., For example, poetry is used throughout the
novel as a symbol of the "inner' life; but as Mrs. Hilbery says ''poetry
isn't so much what we write as what we feel'. 9. Life, not A}t, is the
most important in the iast analysis. It is the life of Alardyce, the
poet, which is umnsuccessfully committed to paper. ILike Shékespeare, he
lives in the present not through his trophy room of dead effects but
through his influence on the actual life of those.who are now alive,

For coﬁsciousness, then, isolatioh must mean a kind of death.
"Yherever I seat myself, I die in exile", as Mrs, Woolf reiterates in

Jacob's roome So Ralph, after the crisis, when Mr. Hilbery denies
the four ybung people the right to meet in his home, begins to write a
poem about Katherine, But after only a few lines he tears it up. The
productions of one inner life on its own is nof enough. He begins to

put into words what he feels on this score,

56+ N Da, 151,
57, N. D., 215.
58. N. Doy 53k
59, N. D., LS1,
60s Ja Rey 65
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although human beings are ill-adapted for communication,
still, such communion is the best we know; moreover, they
make it possible for each to have access to another world
independent of personal affairs, a world of law, of |
philosophy, or more strangely a world he had a glimpse of
the other evening when together they seemed to be sharing
something, creating something, an ideal - a vision flung
out in advance of our actual circumstances. If this golden
rim were quenched, if life were no longer circled by an
illusion (but was it an illusion after all?), then it
would be too dismal an affair to carry to an end. 61.

An ideal is what gives our lives order. Love, .the ordering
emotion, brings us via our dialogue with another to wider conceptions of
order; even, possibly, to a pattern which may serve to encompass all
experience. In the ordering beam of. affection and communication, Ralph
joins Katherine as the lighthouse.

he saw.Rodney as one of the lost birds dashed senseless
against the glass; one of the flying bodies of which the
air was full. DBut he and Katherine were alone togethe >
aloft, splendid and luminous with a twofold radiance. °

Previously they have been subject to distraction from two sources.
The two kinds of temptation away from true inner communication come in the

persons of William Rodney and Mary Datchet. We learn eafly on that William,

who poses as a poet, has more of the old maid in him than the poet. 63. His
leaning toward convention makes him a milder version of the arch
representative of the external, the spying sunt, Mrs. Milvain, * When

Katherine brealis her engagement to him she is also rejecting what he

65.

represents. '""Once set the ordinary conventions aside ™ he exclaims.
The sentence is left unfinished. Virginia Woolf.would add "... and’
communication becomes possible'.

Mary,rejected by Ralph, offers the temptation of airy idealism.
Her suffragist cause - most of the book was written prior to 1918 - is
constantly thwarted by events, and towards the end of the book she abéndons
this crusade for one even more illusory, the complete reconstruction of
society. .
61. N.D.; 515-516.
62. N.D., 422,
63. N.D., 65.

64. N.D., See pp. 140, 259, 339, 48l.
65. N.D., 463.
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This is what she stands for in relation to Ralph. But in
herself she is a crucial figure. The "communion® she achieves is of a

much wider order than the purely personal one she has lost, - Mary hardly
67,

ever reads poetry, her "room'" is constantly made open to the public.
In other words, her inner life has to be suppressed, especially after her
love for Ralph is unrequited. But as a result, the proélivities of her
imagination are sublimated towards a higher ideal, universal human order.,
Mary's love is to be humanity.

When she begins to realise this, she is walking in a London
street, and wishes she had pencil and paper 'to help her give a form to
this conception''. Its form is actuallj that - resembling a peak or a
"cone' - of the ordering metaphysical theory.

Her vision seemed to lay out the lines of her life until
death in a way which satisfied her sense of harmony. It
only needed a persistent effort of thought, stimulated in
this way by the crowd and the noise, to climb the crest

of existence and see it all laid out once and for ever. 68.

Mary - through faith as much as reason - has approached the
concept of a universal pattern ordering all human life. Like Mrs, Hilbery,
who identifies faith and love, and holds - looking absentmindedly at
Katherine's calculations - that "we have to have faith in our vision', 69.
Mary feels that belief in this, even if it be illusion, must be

. 70e She becomes the equivalent of the lights of London,
7Lle

maintained.

casting radiance on all. In a moment of vision she realizes that a

conception of a universal pattern has replaced Ralph as her ideal.

She saw to the remote spaces behind the strife of the
foreground, enabled now to gaze there, since she had
renounced her own demands, privileged to see the larger
view, to share the vast desires and sufferings of the
mass of mankind...there remained a hard reality,
unimpaired by one's personal adventures, remote as

the stars, unquenchable as they are. 72.

66. N. D.,135.
67. N. D., 42.
68. N. D., 27257
69, N. D., 512-3,
70. N, D., 271.
7L. N, Do, 4
72, N, D., 275.
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Mary, undergoing "this curious transformation from the
particular to the universal" while the drab little office worker Mrs.
Seal makes tea, realises that she is now in part renouncing life,
Involvement with the unchanging ideal in this way means turning one's
back on life, although the attempt to make the actual ideal is life
itself. The ambivalent sentence "it was at this exact spot on the
surface of the globe tha;}all the subterranean wires of thought and
1 73

progress came together! serves to indicate the centre of her new

perspective, put into words by Mrs. Seal: '"the cause of humanity ...
It's all so simple". 7he

Meanwhile Katherine and Ralph who are to be content with a
less grand but more living, more real, state, have not resolved the
nature of their relationship in their own minds. It seems obvious to
everyone else that they should marry (particularly William), but the
problem is that when they are together they ''see each other only now
and then'. 2. Ralph is like a fire; seen through its outer smoke:
Katherine, whose mind so often visits "the snow valleys of the moon'" 76.
has become its counterpart. As he rises into externality, she sets
into contemplation.

Finally they succeed in their experiment in communication:
they experience communion of their inner lives. Katherine.has her
moment of vision: the identification of reality with figures, love,
and truth: "It seemed to her that the immense riddle was answered;
the problem had been solved; she held in her hands for one brief
moment the globe which we spend our lives trying to shape, round, whole,
and entire, from the confusion of chaos." 7.

Ralph has still to shape his own globe. Katherine sees him-
as a fire burning in the night, a source of life. He asks her what
she is thinking, and she describes her image 'making him feel that he
had stepped... into the faintly 1lit vastnesses of another mind, stirring

with shapes, so large, so dim, unveiling themselves only by flashes, and

73. N. D., 279.

?4. W. D., 277.
75. Iio Do, 450.
76." N. D., Lél.
77. N. D., 533.
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moving away again into the darkness, engulfed by it". 78. Their
communion is complete. They are both "absorbed in the flame'. 79.

Ralph wishes to tell Mary of their engagement, but feels
himself unable to enter her apartment. Yet Katherine sees the light
behind the blinds shine out '"like a sign of triumph' : "How they burni"
she thought, and all the darkness of London seemed set with fires,
roaring upwards; but her eyes came back to Mary's window and rested
there satisfied." ~ ° ) )

So the conclusions of the novel are reviewed and integrated
here at its end by a subtle inclusion of the images associated with
them, as in her other novels. The philosophic reference is to the
existence of universal pattern: London is its symbol, and Mary. is
"unified with it. Thinking about her discovery, "it's all so simpleh,
Katherine quoted, remembering some words of Sally Seal's. 81. The
words have been spoken not to Katherine but to Mary alone, on page 277.
They marked Mary's adoption of the ideal of humanity.

- Ralph himself attempts to arrive at the same conclusion as
Katherine. Thinking of the other people in the novel, he- pauses,

not finding it possible to link them together in any way
that should explain the queer combination which he could
perceive in them, as he thought of them. They appeared
to him to be more than individuals; to be-made up of many
different things in cohesionj he had a vision of an
orderly world. 82.

Katherine senses that Ralph is searching for pattern, for
something that will order the chaos of human experience.

She felt him trying to piece together in a laborious and
elementary fashion fragments of belief, unsoldered and
separate, lacking the unity of phrases fashioned by the
old believers. Together they groped in this difficult
region, where the unfinished, the unfulfilled, the
unwritten, the unreturned, came together in their.
ghostly way and wore the semblance of the complete and
satisfactory. 83.

78. N.D., 535.

79. Ibid. ]
80. N.D., 53%6..

8l. N.D., 536-7.
82. N.D., 536..

83. N.Du, 537..
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Communication of the imner established, Katherine and Ralph
are joined in "night". The novel ends: 84f
From the heart of his darkness he spoke his thanksgiving;
from a region as far, as hidden, -she answered him. On a
June night the nightingales sing, they answer each other R
across the plain; they are heard under the window among
the trees in the gardenss.
"Good night", he breathed. f'Good night", -she
murmured back to him.

8k, ﬁ;.g., 533.-



As they splashed and drew back they left a black rim of
twigs and cork on the shore and straws and sticks of
wood, as if some light shallop had foundered and burst
its sides and the sailor had swum to land and bounded
up the cliff and left his frail cargo to be washed
ashore. (W., 53)

7he
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CHAPTER IIT.

Jacob's Room was published by the Hogarth Press in 1922, At the time

the gap in kind between Virginia Woolf's first novel and her third caused

something of a stir. The differences arise mainly from experimentation

with technique, and from a new maturity of outlook: where Night and Day

was bulky, overwritten, and. on the philosophic plane, attempted to

include too much for the story's weight, Jacob's Room, a mere 168 pagesl’,

is Virginia Woolf's first masterpiece. Form and content become

inseparable. Jacob's Room is certainly experimental. At the same time,

the new departure ini the technique of fiction is not as radical as may
at once appear: firstly, the gap between the books is bridged by a
collection of short stories, each representing a significant technical
innovation; secondly, many people did not - and do not - realise that
Mrs. Woolf's first two novels attempt very much that is new. The novelty
of her third book could not be ignored.

The most obvious peculiarity discovered by critics of Jacob's
Room was that its hero is missing. This was - and is - most often
pointed out as a sign of failure. .Dorothy M. Hoare writes: "On the whole

Jacob's Room gives the impression of a delicate and intricate spider's

web from which the middle ... has been torn away'. 2. We get this
impression because we see Jacob Flanders only through the different
streams of consciousness of a multitude of characters, the perceptions
of each one coloured by their own personality and circumstances. Some
of the people are Jacob's intimate friends, others never even meet him,
but perhaps merely brush past a friend of his in the street. At the
outer edge of this expanding ripple of awareness of Jacob lie his books,
his possessions, his boots. To add to the rest, there is even a rather
distracted pseudo-narrator who intervenes above this chorus from time to
time to herself speculate upon Jacob's nature. His life from childhood
to his death in the early stages of the 1914 war is recorded in this way.

1. Penguin edition (1965).
2. Introduction to To the Lighthouse, Everyman edn. (1964), vi.
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We do not enter Jacob's mind at all except near the end of the book, the
episode of the trip to Greece. This episode constitutes a climax of a
kind, accentuated by an objective symbol, the Parthenonj; but the under-
played, Forster-like tone of the novel throughout belies climaxes.
Virginia Woolf is replacing the masculine cuneiform novel with the globe-
shaped feminine form. In the first, various straight lines of
development ascend to intersect at the high point of the book, and the
plot unfolds at a regular pace, to conform with an objective standard of
time%)fIn the second, we find balance of the parts and no real "plot" to
speak while chronological time is disrupted. Mrs. Woolf is once again
replacing the Hebraic linear time of regular progression with the pagan
time of Greek antiquity.B'
We note that Jacob, who represénts, on one level, the past and
outmoded Edwardian generation, is a Hebrew name. It is surprising that
more critics have not realised that Jacob's absence is intentional,
considering the import of his name, Jacob Flanders. Jacob means
'supplanter': as the biblical Esau says of his brothers: "Is he not aptly
named? He has supplanted me in my father's affection'. But it is Jacob,
who, at the end of the novel, has been supplanted. By what else but by
Flanders fields, as his name implies? Jacob, killed in action, is
indistinguishable from the solid earth. He has been replaced by objects.
The book is ambiguous in that it intentionally permits several

different but mutually related interpretations. Virginia Woolf herself
supplies one of these in her diary:
3e It has been pointed out to me that in his book Mlme81S(Princeton 1953 75ff )

Eric Auerbach has an opposite interpretation of the role of tlme'

in Christian and Greek thought. This interpretation is inndcurate::

the outline idea of linear evolution enters Western thought through

Judeo- Christianity, in the concept of humanity progressing towards

an eventual 'day of judgment" and union with God. Previously the

Greeks (and the Hindu) had thought of time as being cyclical:

witness Plato's universal '"great wheel' revolving once every 72,000

years, and the Ekpyrosis and Apokastasis of the Stoics and

Epicureans: the swallowing-up and regurgitation of the universe by

divine fire. In contrast, St. Augustine somewhere says Of the Greeks:

"Their circles are laid flat". The linear view prevails until the

time of Nietzsche who proclaimed the '"Death of God", and resurrected
cyclical time as his "eternal recurrence'. Nietzsche was a

Professor of Greek.
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People, like Arnold Bennett, say I can't create, or didn't
in Jacob's Room, characters that survive. My answer iS...
the old argument that character is dissipated into shreds

now; the 0ld post-Dostoievsky argument. k.

Personality, as a term, is meaningless, because people have
ceased to be simple enough as entities to fit into any category implied
by it. As the novel goes on to show, to the authoress "self" is diffused,
it is indistinguishable from the objects with which it is associated.

Broadly speaking, there often seem to most observers to be two
opposed poles of opinion governing people's attitudes towards one belief
and another, evident, especially to-day, in politics, literature and
society. We seem to find on one hand the belief that man is first and
foremost an individual, -and on the other the notion that man's real
nature is communal. Virginia Woolf, great individualist that she was,
yet held an idea of a communal identity, a communal survival. dJacob, the
missing pebble, continues to exist in the ripples he sets up in the stream
of consciousness of other individuals. Unlike Sartre, for this novelist
Heaven, if it exists, not Hell, lies in 'other people', despite their
pettinesses and inadequacies.

So Jacob's Room is about the identity of an individual in place

and time: in relation to his enviromment (where is he?), in relation to
others (how far is he other people, how far himself?), and in relation to
the past (!'We start transparent, and then the cloud thickens. All history
backs our pane of glass. To escape is vain." (p.47) ) Jacob conducts a
search for his separate identity, a negation of other people, other ideas,.
which culminates in his trip to Greece. The novel.is a chronicle of his
failure. He is his objects. Jacob is his room. In so far as he survives,
he survives through them. '
There is yet another level of interpretation, suggested by
certain passages in the novel. Just as Shakespeare was the literary
correlative of the action in Night égg Day, so Jacob's literary _
correlative in this novel is Byron, who, like Jacob - and Thoby Stephen -
met wifh_the critical events of his active life in Greece. All three

died early and abroad. But since Jacob died in 1914, he may be considered

L. A Writer's Diary, 57.




78,

as an Edwardian, a contemporary of Arnold Bennett, and we remember that
the writers of this era were dismissed as.''materialists" in "Mr. Bennett
and Mrs,.-Brown', a manifesto first read in 192k, 2. They would describe
their character's room but leave.his soul untouched. Byron, too, appears
in Mrs. Woolf's Diary (pp. 2-3) with some of the disapproval appropriate
to a materialist among poets: he has all the external ''male virtues"

(ps2)e So on a preliminary leﬁel, Jacob's Room can be read as a tragic

satire on a generation which is represented to its post-war heirs only
by the material objects which survive it. 6 Jacob's death thus admits
of two completely opposed interpretations, both of which are intended.

Although this study would become overlong if I dwelt on
Virginia Woolf's technical échievements, and they will only be treated
here as they affect the main theme, they represent an almost endless
source of productive alalysis. Almost every rhythm, every device and
every reference has reverberations which in accordance with the doctrine
of significant form either reflect or.contribute to the whole. Roger
Fry held that even the brushstrokes of a painting ought to take part in
the "idea" behind the work. .Virginia Woolf has expressed this dictum
through the medium of words.

She had earlier "found her feet! as~reéards her technique with
a series of experimental short stories, most of them republished in A
Haunted House (1944).7' Some in this collection are only sketches, and

all of them are of slight intrinsic worth, with the single exception of

a later story, 'The Shooting Party' , which is unique within her
ceuvre and in its manner anticipates 'theatre of the absurd' by at least
twenty years. It resemblegthe recent play Barnstaple by James Saunders
both in style and theme: the atrophy of the aristocracy. However,
several of these stories are valuable not merely as an indication of
particular technical developments but also of certain important prevailing
thematic strains. 'Kew Gardens' 9. is an attempt to unify a short story
5. See Introduction.

6. References to Byron in the text: J. R., 19, 74 £f (71 ££), 92 (88)

7. DPage numbers refer to 1947 edn.

8. Op. cite, 52-59. °

9. % Clt., 28-34.
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both spatially and temporally simply Sy the use of transitions, which
relate in time to the movements of a central object, a snail in a
flowerbed. 'Mark on the Wall' 1°°

plane: daydreams and digressions involving the past and the future

does the samé thing on an internal

spring from, and smoothly return to, a mysterious and puzzling object on
a walle In the end it is identified: another snail. 'An Unwritten
Novel! L.

of a little old lagy sitting opposite in a railway carriage - which

also involves daydreams and speculations - gbout the character

finally also prove completely unfounded.

There are certain preoccupations here: with the use of the
transition, which bridges related characteristics of people and things,
and so makes unnecessary the conventional forward movement of the plot
in time; with the contingeht nature of our imaginings about people and
things; and also with the interruption of the time process itself. All
these subjects are related, as I shall show. They all figure to a large

extent in Jacob's Room. We remember that the subject of this-novel was

the identity of a young man, Jacob Flanders, and that this identity was
seen as being inseparable from the impression he imparts to every other
person (and object) with which he comes in contact. Jacob is only
completed, like Bernard in The Waves, when he is in "dialogue'" with

other people, other things. Since others complete him, after death

Jacob continues to exist in the part of him which remains with them. So
consciousness is not in isolated atoms, there are no real dividing lines,
and all is a homogeneous whole; The transition is surely the ideal
device to underline this connection between all things.

Virginia Woolf felt that there was no fixed or rounded
"character!, such as Thackeray and Dickens portrayed. To her, these
writers created one-dimensional caricatures instead of peqple. Real
identity was so mysterious, intangible and diverse it was by nature
inexpressible and indescribable; it could only be intuited. So if we
are given changiﬁg aspects of Jacob from every angle but his own, the
various images of him should coalesce, rather as if we had put on
stereo§copic spegtagles, and the trug personality should be ézgerieﬁced

10, Op. cit., 35-k2.
11. Op. cit., 12-23.
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in depth, almost apart from the story, as no words alone could express it.

This is what happens in Jacob's Room.

The authoress describes something near to this when she talks
about the correct reaction to the work of poets, in an essay pdbiished in

1930:

We grasp what is beyond their surface meaning, gather
instinctively this, that, and the other - a sound, a colour,
heére a stress, there a pause - which the poet, knowing words
to be meagre in comparison with ideas, has strewn about his
page to evoke, when collected, a state of mind which neither
words can express nor the reason explain. 12.

Virginia Woolf is once again really talking about her own

technique, and she uses just this arrangement many times in Jacob's Room

where the emotional effect of juxtapositions such as she describes is
far greater and more varied than would seem possible from the component
paragraphs or phrases themselves. It is also the pattern of the book as
a whole, where,.instead of a "form" or a philosophic quantity we are at
the end to be left with a different kind of '"globe': a conviction of the
identity of another, Jacob himself. _

This idea of catching '"personality'" without describing it,
creating it invisibly between those things which are associated with it -
rather like an electric burst across a gap between poles - may come partly
from the influence of Bergson's philosophy. Clive Bell and Roger Fry had
both read him, Adrian Stephen's wife Karin had written a book on this

13.

contemporary French thinker s and his ideas were certainly ''in the

air" at the time. Bergson" argues that the intellect, which can only
generalise and classify, must "kill" anything it touches before it can
understand it. Anything living, especially human emotion, human
personality, which is individual and unique, can only be known intuitively.
Similarly, we "feel" Jacob, rather than know him: our discriminating
"intuitions are essential for a true impression of a personality. As

Virginia Woolf repeats twice in Jacob's Room: "It is no use trying to

sum people up. One must follow hints, not exactly what is said, nor

14.

yet entirely what is done'.

12. 'On Being II1', Collected Essays IV, 200.
13« Karin Stephen, The Misuse of Mind (1922).

14s Je R., 29 (28), 154 (146).
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I shall continue quoting from the passage where the last

gquotation reappears, in order to illustrate the novelist's use of the

transition:

So we are driven back to see what the other side means - the
men in clubs and Cabinets - when they say that character-
drawing is a frivélous fireside art, a matter of pins and
needles, exquisite outlines enclosing vacancy, flourishes,
and mere scravls.

The battleships ray out over the North Sea, keeping
their. stations accurately-apart. At a given signal} all the
guns are trained on a target which ... flames into splinters.
With equal nonchalance a dozen young men in the prime of
life descent with composed faces into the depths of the sea;
and there impassively (though with perfect mastery of
machinery) suffocate uncomplainingly together. 15..

Coming immediately after a passage which describes society

gossiping about Jacob's personality, there is what we first take to be a

Homeric metaphor for the activit& of these character-mongers who surround

their victim like battleships. Then comes the bitterly witty picture of

divers descending acquiescently to their deaths, and we realize that Mrs.

Woolf has chosen this way to announce that the 1914 washas broken out.

The use of such transitions is basic to the technical discoveries made

by Virginia Woolf in the short stdfies prior to 1920. This is indicated

by the following entry in her diary, written on January 26 of that year,

~as the first conception of Jacob's Room came to her:

15.
16.

this afternoon arrived at.scme idea of a new form for a new
novel. Suppose one thing should open out of another - as
in an unwritten novel - only not for 10 pages but 200%or so
- doesn't that give the looseness and lightness I want;
doesn't that get closer and yet keep form and speed, and
enclose everything, everything? ... Mark on the Wall, K.G.
(Kew Gardens) and Unwritten Novel taking hands and dancing.
in unity .. I see immense possibilities in the form I hit
upon more or less by chance two weeks ago. I suppose the
danger is the damned egotistical self; which ruins Joyce
and Richardson to my mind. 16.

J. R., 155 (147).
A VWriter's Diary, 23.
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A fourth short story which is essential to an understanding of
Jacob's Room is 'Solid Objects! 17.

about '"solid objects" are at the centre of Jacob's Room, and continue to

In fact, Virginia Woolf's ideas

be found in her other novels. It is part of the aim of this study to
show what parallels exist between Virginia Woolf's notions and those in -

her current climate of ideas; hence this aspect of Jacob's Room will also

lead us presently to a further discussion of '"significant form' and to
make reference to the psychological theories of William James. I shall
in fact meke the notion of the solid oﬁjéct not only the main subject of .
this section but of this chapter, as it needs some explanation.

The plot of the short story I have mentioned_concefns a young
man on the threshold of a promising career in politics. On the way to a
vital meeting his attention ie caught by a small weathered fragment of
some material lying in the grass behind a railing.' Fascinated, he spends
time retrieving it and so misses his appointment. Delighted with this
one, he begins over the weeks to look out for others, and in time the
possession of these little pebbles or pieces of china or glass becomes
an obsession for him. Due to the spell these strange objects exert, he
soon loses all his friends and his chance of ‘acareer. The story ends
with him alone in his room existing in a wordless reverie, slowly being
immured among the growing pilés of solid things.

Here we meet for fhe first time the notion of "solid objects';
we find both the term-and the ideas associated with it throughout Virginia
Woolf's fiction. Solid things had an importance for Virginia Woolf which
far outweighs their apparent significance. As we shall discover, they
are connected with her nbtions of immoftélity. -

The notion of bermanence in solidity, of immortality through
the monumental, is of course a‘standard romantic notion, with origins as

5

. X [ee . T e~
far back as ancient Egypt._Lgeats, as a particular example, expresses it pﬁﬁnd\

in such poems as '"Ode %o a Gre>cian Urn'aml'On Seeing the Elgin Marbles'. | _ o

¥

17. A Haunted House,"69-75.
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Possibly,we ourselves are meant to refer mentally to the last poem,
"Night and Day" 18,

11n

and Jacob's Room" 19‘, for the Marbles appear in both.

In Jacob's Room Fanny Elmer sits contemplating them, and identifies Jacobdb

with the Ulysses: like the Odyssey this is a chronicle of a journey which

reaches its last climax in Greece. Jacob's Room, however, is a deliberate

anti-epic, for its hero is ﬁissing. _

The "solid objects' are meant to express this feeling of
permanence, but they involve more than this. We cannot fully appreciate
all aspects of their meaning without returning once more to the idea of
significant form. o

Clive Bell published his revolutionary book, Art, in 1913. He
had been writing it (under the title of The New Renaissance)zgrior to his

* It is

the first enunciation of the new method of art interpretation which

first meeting with Roger Fry in a railway carriage in 1910.

'revolved around the ''aesthetic emotion', the response to "significant
form". There is no doubt that Clive Bell was as important an influence
on the development of Virginia's thought in the early years as Roger Fry
was to become later. This importance has not been fully acknowledged by
other critics, but as Bell himself writes: "I had known her since she was
a girl of twenty, and in the years between my marriage to her sister in
1907 and her marriage to Leonard Woolf in 1912 I was to some extent her

literary confidant'. 21,

During these years, both Art and The Voyage

Out were being written. The discussions which took place regularly are

likely to have been some of the most formative of Virginia Woolf's career,
We have already seen in the introduétion,how, to Roger Fry and

Clive Bell, there was only one kind of aesthetic emotion, properly

speaking, and this'resulted from the appreciation of form. To see an

object artistically - for example, a cup - we should ignore its function

of holding tea or of conveying drink., We should then see it simply as

a shape: in G.E, Moore's terminology, as an I"end rather than a '"means'.

The emotion that came from perceiving the balance and harmony of the

shape - the object-in—itself - was called the response to "significant form',
18.

19. _U_' 'R., 107 (102)

20, Clive Bell, 01d Friends (1956), 79.

2l. Op. cit., 93.



8l

Despite his background of Bloomsbury empiricism, there might
appear something of the zeal of the mystic in Clive Bell's descriptions
of this emotion, especially when he uses sentences like 'those who
achieve ecstasy are those who have freed themselves from the arrogance
of humanity." (Art, 73). He concedes that ‘universal rhythm" is an

adequate substitute for "éignificant relations of form" 22. and that

what the perceiver gains from a work of art is "a sense of reality'. 23.
The task of the artist is to express the particular emotion he feels

for "reality" through form. So the response to "significant form" and

the sense of 'reality! are identical. 24
Instead of recognising its accidental and conditioned
importance, we become aware of its essential reality, of
the God in everything, of the universal in the particular,
of the all-pervading rhythm... that which lies behind the
appearance of all things - that which gives to all things
their individual significance, their ultimate reality.
And if a more or less unconscious apprehension of this
latent reality of material things be, indeed, the cause
of that strange emotion, the passion to express which is
the inspiration of many artists, it seems reasonable to
suppose that those who, unaided by material objects,
experience the same emotion have come by another road
to the same country. 25.

I have treated the meaning of the word '"reality" as it was used
by Bloomsbury and Virginia Woolf in my introduction. In Art, when Clive
Bell says that '"the significance of the thing in itself is the

1 26.

significance of Reality. » he thus seems to conceive of this Reality .

or Being almost as able to be intuited through the form which defines the
unique thing.

Clive Bell's distinction between '"'significant form'" and "beauty"
is the aspect of his book with which we are most concerned in this chapter,
since it brings us to the subject of '"solid objects".

vwhat I call material beauty (e.g. the wing of a butterfly)
does not move us in at all the same way as a work of art
moves us. It is beautiful form, but it is not significant
form ... significant form conveys to us an emotion felt

22, Art, 29.
23, Op. cite, 67
2k, Tbid,

25. Op. cite, 73
26, Op. cit., 58.
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by its creator and ... beauty conveys nothing ... The
contemplation of natural objects is often the immediate
cause of the artist's emotion +e« Can it be that for
the artist material beauty is somehow significant -
that is, capable of provoking aesthetic emotion? ...
Does he feel something behind it as we imagine that we
feel something behind the forms of a work of art? 27.

Mrs, VWoolf herself responded to solid things, we find, much
like .her character in 'Solid Objects', (See the 'worshipping solidity’
passage: Noté 49) we rember that she found "reality" now "in a dusty
road, now in a scrap of newspaper..., now in a daffodil in the sun...
whatever it touches it fixes and makes permanent'. (Intr.,9, Note 23).
Significantly, also, it is the material, tactile, qualities in things
which most appealed to her aesthetic sense. Clive Bell himsélf wrote
forty years later, trying to describe her individual aesthetic taste,
that '"her sense of visual values revealed itself most clearly, and
characteristically, in a feeling for textures and the relations of
textures." 28. _

If we bring Clive Bell's insight on the nature of ariistic
appreciation, which were the common property of Bloomsbury, to bear on
Virginia Woolf's short story, we are provided with an explanation of the
mysterious attraction thet the solid objects exert, It seems most likely -

“that Virginia Woolf's seeker after solid objects of the short story must
have been fascinated by these isolated fragments of material because he
had beguh to see with the artist's vision: he felt the emotion of
significant form for aesthetic objects seen not in art but in life.

He began,  thus, to sense the ordering reality that lies behind particular
things. The authoress expresses this insight in self-satiric terms, as
she often does. In an age of doubt she preserves the distance satire
gives her, in order to view objectively and critically anything which
pretends to universality.

To return once more to '"significant form", it is of course

questionable vhether a theory which iays so much accent on matter, on
solidity, on the formalistic factors, and which leaves out almost all

of . personality and experience, can be thought of as a completely

Citey 57
28 6%1 re;lds (1956), 113.
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satisfactory explanation of art. It becomes clear that by the time Clive
Bell wrote the book I have quoted from above, Old Friends, he had given
up his advocacy of the theory's universal appliéation. On page 72 he
admits that significant form is only one factor which a work of art must
contain, and he mildly rebukes Roger Fry for his determination to evolve
one theory for all art, and his resulting frustration when the theory
would not contain all the facts. This assessment of Fry, incidentally,
is completely opposed to Virginia Woolf's own.

It has sometimes been suggested that Roger Fry'unwittingly
"stood for' the portrait of Jacob. This seems to me rather doubtful,
although a late mention of '"'solid objects! does occur in Virginia
Woolf's biography of him. She speaks of his fine and subtle argument
which 'grazes so many solid objects in its passage that it acquires
2%+ And of his quality of self-forgetfulness: "This lack

of interest in the central figure... so increasingly interested in

solidity".

everything outside itself .. had its charm."ao' The picture suggested,
of the missing central figure, whose consciousness gains definition
through the external objects with which it is in contact, could of

course be a perfect description of the hero of Jacob's Room.

In a passage written in 1919 and included in Vision and
Design, Roger Fry talks about "significant form" and the man of
unspoiled vision: '

Even the grown man keeps something of his unbiological,
disinterested vision with regard to a few things. He

still looks at flowers, and does not merely see them.

He also keeps objects which have some marked '
peculiarity of appearance which catches his eye. These

may be natural, like precious stones, fossils,

incrustations and the like; or they may be manufactured. 3l.

.3.

Virginia Woolf held from the "first that at least the work of
literary art, which was her province, should be made up of the stuff of
human feeling and experience. 324 But in the end what mattered about a
book was its form. She had rather & conceﬂilon of exactly what this
29. Roger Fry (1940), 258-9.

30« Ope cit., 290.

3l. Op.cit., L6,
32, See the start of 'Life and the Novelist', Collected Essays IT, 131-6,
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"form" wase It did not consist in a precise apportioning of space or an
interrelated construction of parts. It was not, in so many words, a
"technical" matter at all., Sle criticised Percy Lubbock's explanation

in The Craft of Fiction on this basis: 'When we speak of form we mean

that Gertain emotions have been placed in the right relations to each
other™. 20°

We have seen in earlier chapters how it is possible to think
of the completed "form" or "pattern“ of the metaphysical hypothesis as
a "globe" we experience only at the end of the book. For Virginia Woolf,
it is the same thing to say that wé experience the form of the book
itself in the same way, not so much while reading, but, as an emotional
"globe!" when we finish the last page. In fact, book, emotional form
 and philosophy are identical in a good work, so that " 'the book itself!
is not form which you see, but emotion which you feel, and the more
intense the writer's feeling the more ‘exact without slip or chink its
expression in words." S

E.M. Forster, the other Bloomébury novelist, had a similar

conception of form in fiction, which he outlined in Aspects of the Novel

35.

in 1927, He draws an analogy with music , where in a symphony one is
conscious of the overall form, of the shape of the entire work, which we
only experience once the orchestra has stopped pvlaying. For this form
he substitutes the term Vrhythm'': for us there are overtones here of
Clive Bell's use of the same word.’ )

Within this overall shape or rhythm, Forster sees, there is a
smaller repetitive one: the "little rhythm", the themal phrase repeated
from time to time within the music. This has several functions, and as
a deyice may be applied as successfully to fiction as to music,

Forster gives an eiample of its use in Proust's major sequence of novels,
where a short'phrase frem a musical'composition by Vinteuil, a little~

. known provincial organist, turns up from time to time throughout the story.

33. 'On Re-Reading ﬂovels’, Collected Essays II, 129,
34e Ope cite, 1260 :
35. Pelican edn. (1966), 165.
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Forster himself suggests some of the functions of this "little
rhythm'': "its power has gone towards stitching Proust's book together
from the inside, and towards the establishment of beauty and the
n 360

ravishing of the reader's memory It is decorative, and cohesive
both in structure and in time, for the repetition will bring back by
association the context in which it previously occurred. I have shown
how Virginia Woolf was using this technique from the time of the

composition of The Voyage Out (1915) onwards.

There is a considerable difference between Forster's attitude
to form and Virginia Woolf's. He had a temperamental inclination towards
freedom and looseness and a rambling structure, whereas she, in
conformity with Roger Fry's principles, wanted a hard, rounded, completely
self-contained aesthetic object. Consequently she demanded and achieved
far more from the technical device of the '"little rhythm'" than Forster
did. It serves, for instance, to stimulate the reader's memory,
involving him in the "mind" ana Mife'" of the book itself, His memory
is helped to give full and vital dimension to the moment by its presence.
Also, this device emphasizes the strands by which we appreciate what
Forster calls the significant rhythm of the whole; by which we analyze
what has gone before into the separate formal relations which will
eventually, when we have finished reading, coalesce into the total
meaningful shape of the novel as a unity. The "little rhythm" in this
way anticipates the whole. Another function of the "little rhythm" is
in its capacity to gather meaning as the book progresses. Gathering.
meaning from its context, when it reappears it may clarify something in
a character's personality or motive, or in the unfolding of the. theme,
Alternatively, it may serve as a link between passages of a similar or
dissimilar nature, or be a portent of something yet to come. By
gathering dramatic rather thamn thematic overtones from the context it
may become itself an instrument of feeling. It may serve to show breaks
in action or stages or moments of particular significance in the
internal evolution of the novel's form. It might indicate, rather as
an opera or ballet, the return of some feeling or presence with which

it has been associated. :It might on its return contrast ironically

36. Op. cit., 168.
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with its context or take on the function of a metaphor in relation to
what is being described: by multiple repetition, collecting new

connotations each time it appears the little rhythm may come to exist
on a new level and take on the function of am amalogy to its immgdiate

37.

environment. R.A. Brower in The Figlds of Light makes this claim

for the repetitions in Mrs. Dalloway.

It is evident that Virginia Woolf has found here a device
of great subtlety, which works for her rather like a brush, quietly
laying thin layers of colour one on top of the other. Almost without
realising it, the recurrence of certain phrasés or images -~ most
commonly her favourites: lighthouse, waves, moths, lamps - gain
atmosppefe by their repetition in a novel, until they possess all the

weight of symbols. They are used often, as in Jacob's Room (where we

meet the lighthouse on the first page), without the symbolic image
directly "standing for'" anything accountable. But when it appears
again and again in different contexts, it indicates, first of all, its
special place in the authoress's own private universe, and, through
being repeated, it begins to have associationsfor us as well. Rather
like the '"'solid objects'", the images establish their '"place" within
the pattern the individual imposes on his world, and they derive their
life as symbols from him. They gain emotional meaning. What happens
is what Mrs. Woolf admires in De Quincey: "The emotion is never stated;
it is suggested and brought slowly by repeated images before us until

it stays, in all its complexity, complete.” Meanwhile, Virginia

Woolf has achieved the sort of symbol she felt was lacking in Forster's

39.

repertoire; the sort of symbol which comes from "Single vision':

"It has not ceased to be itself by becoming something else."

37. Ppa 123-137.

%8, 'De Quincey's Autobiography', Collected Essays IV, 2.
39+ See Introduction.

40. 'The Novels of E.M. Forster', Collected Essays I, 346,
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Solid objects have the same sort of "double life. They have
been 'collected" by someone, and they thus become espeéially meaningful
for him. They have their own place in the pattern he imposes on the
world, and thus they take part in his consciousnesse. When the
consciouspess itself is removed, as in Jacob's case, by déath, the
objects in a way continue to retain some of the life with which they
have been infused. But in the meantime they exist on two planes: as
themselves, and as their "meaning' to their collectgrg'who sees them
spun round with the threads of old associations and emotions. James,
on the final journey to the lighthouse, is suddenly confronted with two
lighthouses: one the image in his imagination, the other the real object
before him. After a moment of conflict, he realises that both are real,

both have existence. In the same way, the solid objects become
"interiorised" through familiarity, and are transfigured in the process.
They take on the life of their perceiver. This ''double life" is

mentioned by the artist, Lily, in To the Lighthoﬁse:

One wanted, she thought, sipping her brush deliberately,” to
be on a level with ordinary experience, to feel simply that's
a chair, that's a table, and yet at the same tlme, "It's a
miracle, it's an ecstasy'., L2.

This problem of the relationship between the actuality and the
image, between the inner and the outer, night and day, continues to be
one of Virginia Woolf's main preoccupations.

"Long years =" he sighs. '"Again you found me.!" ''Here'", she
murmurs, ''sleeping; in the garden reading; laughing, relling
apples in the loft. Here we left our treasure -'. Stooping,
their 1light 1lifts the lids upon my eyes. '"Safe! Safe!

Safel' The pulse of the house beats wildly. Waking, I cry
"Oh, is this your buried treasure? The light in the heart". 43,

This is from another of the short stories, -'A Haunted House'.
The man and woman are ghosts. When alive, they became part of the house
through their close association with it, and this of them remains even
thoﬁgh they are long since dead. As presences, as memories, they hover

k., T. L., 288 (215).

42, To Te, 309 (234).
43, A Haunted House, 2.
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over the sleeping but living woman on the bed. The incident was suggested
by the fact that Asheham house, near Lewes, where the Woolfs lived, was
said to have ghosts of its own. Appropriately, if a house (or room) on
occasions may be said to retain the personality of its owner as. Mrs., Woolf
believea it did, some people have associated such a quality with the homes
of Virginia Woolf herself. David Garnett, who visited her at Asheham, has
described this. |

Places explain people... They become impregnated with the
spirit of those who have lived and been happy in them. For
a full understanding of Virginia ... Asheham would greatly
help. But the clue is almost gone - it is more a memory
than a reality and in common with all the houses which
Virginia made her own, there was a suggestion in it of a
timeless, underwater world. 4k,

Leonard Woolf has expressed a similar feeling about previous
owners of other houses in which the Woolfs lived. He mentions "a quiet‘
continuity of people living... One became a part of history'. 45.
Orlando's house, based on the Sackville home, Knole, becomes a point of
reference for a similar continuity through history. The highly evocative
description of the liviﬁg room in 'The Lady in the Loeking-Glass' 46. is
another example of this, Virginia Woolf, in an essay on 'The Supernatural
in Fiction', explains that there are "supernatural" relationships man can
have with solid things: "Such a sense... may lead to a quickened perception
of the relations existing hetween men and. plants, or houses and their
inhabitants, or any one of those innumerablg alliances which somehow or
other we spin between ourselves and other objects in our passage'. 47.

Jacob has a similar, although unconscious, relationship with
his rooms. All of them come to express his personality. Like the solid-
objects - the ram's skull on the beach, the shoes - they take on-life of
a sort by their association with him. .

Solid objects, though, have more importance than this to Mrs.

Woolf. When her characters experience in imagination a kinship ..~

Lh, The Flowers of the Forest (1955), 103.
45, Downhill All the W (1967), 15-16,
L6, A Haunted House, 76-77.

L7, Collected Essays I, 296.
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with material things, they are often provided with the sense of "reality!
mentionéd by Clive Bell, a sense of the permanence and security inherent
in their solidity. Many of Virginia Woolf's chéracters experience a
parallel feeling of oneness with material things, a kind of relief from
the flux of human impermanence, change, birth and death. Mrs: Ramsay,

L8,

thing like this: "It was odd, she thought, how if one was alone, one

looking across the bay at the light in To the Lighthouse ; feels some-

leant to things, inanimate things; trees, streams, flowers; felt that they
expreésed one; felt they became-one; felt they knew one, in a sense wvere .
one; felt an irrational tenderness thus (she looked at the long steady
light) as for oneself." Identification with solid objects becomes
“ Virginia Woolf's first way of eséaping from the relentless pressures of
existence into a world outside human time, She gives an extended
description of what must be her own experience in the story 'The Mark
on the Wall': '

waking- from a midnight dream of horror, one hastily turns
on the light and lies quiescent, worshipping the chest of
drawers, worshipping ‘'solidity, worshipping reality,
worshipping the impersonal world which is a proof of some
existence other than ours. That is what one wants to be
sure of ... wood is a pleasant thing to think about, It
comes from a tree; and trees grow, and we don't know how
they grow ... without paying any attention to us, in
meadows, in forests, and by the side of rivers ... I like
to think of the tree itself: first the close dry
sensation of being wood; then the grinding of the storm;
then the slow, delicious ooze of sap «.. 2 naked mast
upen an earth that goes tumbling, tumbling, all night
long. Ll'9 ™

Farlier, I showed how Clive Bell had added to the content of
the word 'reality' as it was understood by Bloomsbur&.- For Virginia Woolf,
too, as I shall show, solid objects possessed this quality of ''reality'..
Clive Bell has after all said that such form gives '"a sense of reality'. 0.
Rhoda, in The Waves, tormented by the agony of social
confrohtation, by the impermanence of life, paradoxically seeks death as
her private answer. For to die is to become a solid object, to partake
of the permanence of what is material. BFRhoda's trouble is that she sees
48, T. L., 101 (74).

49, A Haunted House, 42.
50. Xt, 55
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the contingency of all human deciSion. She doubts and trembles while
others thump the table and pontificate. When they say '"yes" or 'no"
emphatically, she sees ''the wild thorn tree shake its shadow in the

51-

desert", a symbol both of her own mind-state and of the solid
object where help lies: a simple tree standing alone in the desert,
negating simply by its existence the gratuitous affirmations and
passionate denials of mankind. It endures apart from affirmation and
denial or the need for it. ,

Apprehending emotionally the universal behind the particular
is an experience of an almost "mystic nature. In a restrained and
very private inclusion in her diary, Virginia Woolf records her
introspective journey, very like Rachel's:

That is one of the experiences I have had here in some
Augusts; and got then to a consciousness of what I call -
"reality": a thing I see before me: something abstract;
but residing in the downs or sky; beside which nothing
matters; in which I shall rest and continue to exist,.
Reality I call it. And I fancy sometimes this is the
most necessary thing to me: that which 1 seek. But

who knows = once one takes a pen and writes? How
difficult not to go making "reality'" this and that,
whereas it is one thing. Now perhaps this is my gift:
this is perhaps what distinguishes me from other people:
I think it may be rare to.have so acute a sense of some~
thing like that - but again, who knows? I would like to
express it tooc. 52.

This quality that certain solid objects have - of suggesting
the universal - is part of the "double life' we have seen them to lead.
In the essay on Forster already mentioned, she contrasts his kind of
unprepared symbolism with that of Ibsen: "A room is to him a'foom, a
writing table a writing table, and a waste-paper basket a waste-paper
basket. At the same time the paraphernalia of reality have at certain
| no3e The symbol

in literature must become for ordinary people the counterpart of the

moments to become the veil through which we see infinitye.

mystic's ''vision'.

It is strange how diverse previous critics have been in their
attempts to say what Virginia Woolf meant by "reality". Their
51' :"A_!_., 77 (91).

52. A VWriter's Diary, 132 (September 10th, 1928).
53, Collected Essays I, 346.
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pronouncements vary from 'pure subjectivism" (David Daiches) to Ruth
Gruber's opinion that the authoress's femininity impelled her to refine
masculine generalisations into particularities, and so see reality now

[ =
She Bernard Blackstone

"in a scrap of newspaper', now "in a flower'.
has probably approached nearest Mrs. Woolf's tremeaning by means of a
reference to Taoism. He writes: "Attachments are shed, reality grows.
And with reality the sense of. freedom, of unlimited possibilities.
Life, in other words, consists not in doing but in being; and being

n e

means the sinking down into darkness. It is on this plane of
darkness - Rachel's undercurrent'world, below time and the
Mirrelevancy' of distinguishing personality, that communication with
others and with things becomes possible. And yet, if we remember the

part played by the solid object, the snail, in 'The Mark on the Wall'

we can &lso say that consciousness of solid objects is the only time

when the mind is wholly in the present: in touch with reality.

Se

Another common set of misapprehensions has grown up around
what is perhaps the most quoted piece of non;fiction written by Mrs.
Woolf. "It is the famous section ffom her manifesto W&oder; Fiction'",
composed in April 1919. She begins :by- criticising the '"materialists",
Wells, Galsworthy, ana Bennett. She then coﬁtinues:

Look within and life, it seems, is very far from being
'like this'. Examine for a moment an ordinary mind on
an ordinary day. The mind receives a myriad impression
- trivial, fantastic, evanescent, or engraved with the
sharpness of steel. ZFrom all sides they come, an .
incessant: shower of innumerable atoms; and as they fall,
as they shape themselves into the life of Monday or
Tuesday, the accent falls differently from of old; the
moment of importance came not here but there; so that,
if a writer... could write what he chose,... there would
be no plot... in the accepted style... Life is not a
series of gig-lamps symmetrically arranged; life is a
luminous halo, a semi-transparent envelope surrounding
us from the beginning of consciousness to the end. Is
it not the task of the novelist to convey this varying

54, Virginia Woolf, 78.
55. Virginia Woolf: A Commentary, 107.
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this unknown and uncircumscribed spirit, whatever
aberration and complexity it may display, with as little
mixture of the alien and external as possible? 56.

Joan Bennet 57+ takes this to mean that a novel should have
only the form memofy imposes. Lord David Cecil is among those who believe
that it implies that everything should be employed as art: all images,
impressions. He accuses her of lighting some new gig~lamps of her own.58‘
Of course, it means nothing of the sort. Her subsequent sentence about
recording the atoms "in the order in which they fall" is her impression
of James Joyce's technique, about which she is writing, not her own,
‘The description above is meant to convey a picture of 'luminous"
consciousness radiating outwards from a concentrated centre: a globe of
light, rather like a lighthouse. The '"myriad impressions" are ordered
around the glowing core according to 'the moment of importance'': the
"emphasis', the analogy, the '"'perspective'. What she is asking for is
a new form for the novel: not the masculine form of linear time, but the
feminine form, globular, extending in ever-widening circles, like
consciousness itself, from the centre of the 1uminou§ halo to the outer

fringe of matter, or - in terms of Jacob's Room - the solid objects. It

is this model of the activity of the mind, rather like widening ripples
set up by a stone dropped in a pool  extending outwards to the bank, that

we must bear in mind when reading Jacob's Room. Jacob's conscious life

begins with a ram's skull on a beach, and ends with a pair of boots.
Between these, Jacob's identity is experienced with differing degrees of
ciarity, at second hand. Only the radial core of the luminous halo is
missing ~ Jacob himself - and this we have to supply by ourselves.

It should be noted that the quotation above is the source of
Virginia Woolf's reputation as an "impressionist", which she never was.
She remained, like her circle, a convinced ''post-impressionist'". Her
building blocks were solid ones. |

S0, as we discussed in the "Introduction" to this study,
selection, not undifferentiated stream of experience, is what is called
for in the novel. '"The writer's task is to take one thing and let it
56. Collected Essays II, 106.

57: Virginia Vioolf, 13.
58. Poets and Story-tellers, 161.
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stand for twénty oee only so is the reader relieved of the swarm and
confusion of life and branded effectively with the particular aspect
which the writer wishes him to see." 29+ As Roger Fry makes clear in

Vision and Design 60'-it is the perception of hitherto unperceived

relations between things that distinguishes creative imagination.

The image of consciousness as an expanding circle is not a
new one., Plotinus says: "Every soul that knows its history is aware,
also, that its movement, unthwarted, is not that of an outgoiﬁg line;
its natural course may be likened to-that in which a circle turns not
upon some external but upon its own centre, the point to which it owes

its rise." 61.

L 6.

Virginia Woolf, then, was not purely a stream of consciousness
writer. While the first experiments in this technique were being made,

she, as we have seen in Night and Day, had already gone beyond it in an

effort to determine what the nature of the relationship between the
innef life of consciousness and the outer world was. The term ''stream
of consciousness' was coined by William James, and this psychologist
represented, with Bergson and Freud, a great source of ideas to Mrs. Woolf's
generation of writers and thinkers. Yet, despite his contribution of
the phrase, James's own views of consciousness were imbued with the
idea not of unrelated impressions but of a homogeneous relationship:

Every definite image in the mind is steeped and dyed in

the free water that flows round it. With it goes the

sense of its relations, near and remote, the dying echo

of whence it came to us, the dawning sense of whither it is to lead.
The significance, the value of the image is all in this haloe

or penumbra that surrounds and escorts it, - or rather that

is fused into one with it... leaving it, it is true, an

image of the same thing it was before, but making it an

image of that thing newly taken and understood. 62.

For James, this saturation of the image is paralleled by a
saturation of the moment. What this single second contains, possesses
59. Collected Essays 1I, 135.

60 P.25.

6l. The Enneads, Ennead vi.9.8, Mackenna translatlon, 1954, 8.
62. The Principles .of Psychology I, 255.
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not only a relationship with every other happening in every other place,
but also relates to all the past and all the future, however negligible
this relation may appear. Time is'notlﬁroken into pieces, he finds. It
passes from past to future and owes something of its present nature to
each. With these conceptions it is no wonder that William James so
welcomed Bergson's philosophy, since his '"'stream of consciousness'" and
Bergson's "“elan vital" thus have a lot in common. 63.

To William James likewise, then, consciousness is homogeneous:
"Consciousness ... does not appear to itself chopped up in bits ... it

is nothing jointed; it flows ... In talking of ‘it hereafter, let us call
64,

it the stream'of thought, of consciousness, or of supjectivellife."

The sentence in James's italics contains the first mention of this well-
known term. It will be readily appreciated that multiple stream of
consciousness technique in the novel, implying our ability to enter
others' minds, entails implicitly the acceptance of a particular outlook
on life on the part of its practitioner. Virginia VWoolf may be said to
have laid the philosophic basis for the psychological novel.
A number of commentators have suggested that the influence of

William James on Virginia Woolf would be an interesting subject for
research, without pausing to carry it out themselves. I have considered
parallel ideas in his thought here; as they provide an enlightenin
' point of reference for much of Mrs. Woolf's own thought.
63, James Hafley's main thesis in The Glass Roof is that Mrs.

Woolf's ideas show the influence of Bergson. While letters

from Leonard Woolf both to James Hafley and myself cast

doubt on this thesis, it is at least interesting to compare

extracts from Bergson's Creative Evolution with Virginia

Woolf's famous manifesto. For example talks of intuition

being frustrated when "consciousness found itself so

restricted by its envelope' (p.182). However, "Intelligence

remains the luminous nucleus" (p.177). I shall return to
the subject of Hafley's thesis in Chapter VI.

6k, The Principles of Psychology I, 239.
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For instance, we may find parallels with Mrs. Woolf's notions

expressed in Jacob's Room, and elsewhere, when we read that James feels

that ''"thought maj, but need not, in knowing, discriminate between its
object and itself'. We are reminded of Mrs. Ramsay looking out at the
lighthouse beam, thinking of the solid objects. He quotes in support
someone's experience waking from anaesthe2ia: "at the beginning of coming
to, one has at a certain moment a vague, limitless, infinite feeling - a

sense of existence in general without the least trace of a distinction

65.

between the me and the not-me'". Like Jacob, who becomes his objects,
it is''clear that between what a man calls me and what he simply calls
mine the line is. difficult to draw ... In its widest possible sense,

however, a man's self is the sum total of all that he CAN call his'.
66.

(James's italics).
7e

_ We thus see considerable likeness between aspects of the
thought of William James and certain important ideas in Virginia Woolf's
work. The comparison, of course, proves nothing of itself. Although
critics such as Walter Allen and David Daiches have speculated on the
influence of James on Mrs. Woolf, there is no direct evidence at hand to
confirm this. What is helpful is the knowledge that ideas similar to
Mrs. Woolf's own were present in the éontemporary "elimate of ideas",
and that, in drawing the conclusions she did, she was by no means a lone
voice.

So in this book we trace the course of the life of Jacob _
Flanders., In the biblical story, Rachel was the wife of Jacob, and this
is in its own way a record of Jacob's individual 'Voyage Out! - towards
his moment of realisation in Greece, and his death in Flanders. The
enemy in the novel is time, and the search on which Jacob is sent by his
creator is for a means of overcoming time. He finds permanehce in

solidity: he survives through solid-objects.

65. Op. cit., 273
66. Op. Cite, 291, .
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We meet Jacob as a small child on holiday at.the seaside with
his brother and widowed mother, andrwe watch him growing up, collecting
moths in the woods at night. He goes to Cambridge, asserts his
independence, and during a vacation sails to Cornwall with a friend whose
sister, Clara Durrant, falls in love with him. After going down from
Cambridge, he takes a flat in London and settles down to live on his small
private income, He has an affair with a painter's model, Florinda, and
another with a young woman-about-town, Fanny Elmer. The one leaves him
for another man, the other is rejected by him. Finally Jacob sets off
on a trip to Greece, via Paris, where he associates with the left bank
bohemian community, and meets several painters. Once in Greece he falls
in love with a married woman, Sandra Wentworth Williams, who in many ways
brings him insight about life, Their flirtation culminates in a climb to
the Parthenon at night. The holiday over, they go their separate ways,
and Jacob returns to London. The war breaks out and we hear that Jacob
has been killed in action. In the last scene of the novel, Bonamy, his
homosexual Cambridge friend, and his mother, Betty Flanders, sort out
his belongings in his room. Mrs. Flanders finds a pair of "shoes and
takes them to show Bonamy. With these shoes in the foreground the novel
ends.

Jacob's Room, like most of Virginia Woolf's mature novels,

represents an "assault' on time. This is the unifying factor, for the
whole book is a study of how personal identity imposes itself on time
and so overcomes it. The development of thé narrative itself reflects
this concern with time, by means of numerous devices which interrupt
what would be the normal linear progresé of the traditional novel.
Examples are: the anticipation of evenés and their presentation out of
their natural sequence, the repetition of past happenings, and the
compression of long periods of time into a brief summarised motion:
for instance the ageing of the cat on page 20.

A good example of the time device is the repetition of the
scene of Jacob in the woods at night, after catching the moth drawn by
his lamp: '"The tree had fallen, though it was a windless night, and the

lantern, stood upon the ground, had 1it up the still green leaves and

dead beech leaves... A toad was there. And the red underwing had
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67.

circled round the liglit and flashed and gone'. Some pages later,
Jacob is nineteen and at Cambridge. King's College chapel is describéd
by the metaphor of the lantem. Then comes a description in the

. narrative of a lantern in a forest, with insects and small creatures
crawling up to it from every side. They 'blindly tap as if for
admittance, 6ne large toad being the most besotted of any and shouldering
his way through the rest... A tree - a tree has fallen, a sort of death

in the forest'. In the context we may draw a parallel between this.
scene and Jacob's situation. Jacob himself, his conscioushess, has -
become the lantern. The insects resemble the host of people who meke up
his life, while he himself has been replaced by an object: his lamp.

The falling of the tree reminds us of the moth incident. Then, on page
123, we find the following reference: "Perhaps the Purple Emperor is

. feasting, as Morris says, upon a mass of putrid carrion at the base of
an oak tree'. This repetition serves both as a "little rhythm" and a
means of carrying us forward and backwards in time by stimulating our
memories. '

The association of the capture of the moth anhd the fallen tree
is interesting, because this illustrates one of Virginia Woolf's devices
for achieving permanence in memory for an image, as she hoped to illustrate
the pérmanence that consciousness achieves in life by similar means.
She hopes to stimulate memory by.an association of two completely
different things, just as Jacob achieves permanence through his
association with solid objects. In an essay, "The Sun and the Fiéh",69'
she talks'about this capacity of the '"morganatic' marriage of sights.

For instance, she finds that she herself has somehow subconsciously

allied Queen Victoria with a yellow camel: 'Mont Blanc, the Taj Mahal,
sights which we travelled and toiled to see, fade and perish... because
they failed to find the right mate. On our deathbeds we shall see nothing
more majestic than a cat on a wéll or an old woman in-a sun-bonnet.

This is because they, as images, have formed the right associations."

67. J. R., 21 (20).

68. J. Re, 30 (29).
69. Collected Essays IV, 178.
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Mr. Floyd, Jacob's tutor, is the subject of other examples of
time-devices., Before he is introduced into the story we have a passing
reference to a certain Rev. Jaspar Floyd who contributed Roman relics to
a museum. He is, we later guess, Mr. Floyd's father, which provides us
with some of this character's background if we care to connect the two

70. Again, on pages 19 and 20, we follow Mr. Floyd's subsequent

names,
history in a short flight-into the future. There we gain a glimpse of
Jacob as an adult, for Mr. Floyd, we see, will recognise him one day in
Piccadilly, but feel too self-conscious to stop him. On pages 173-4,
near the end of the book, the actual encounter occurs, in the course of
the narrative.

" These -devices represent in many ways a sort of "anti-biography':
a refusal to chronicle lives by a roster of dates and place-names.
Orlando will become Virginia Woolf's satire on the sort of biography
that is dismissed here; meanwhile, characteristically, we learn almost
accidentally of Jacob's growing up. We first become aware of Jacob's
existence when we hear Archer calling '"Ja-cobl" 71 Similarly; we
realise that Johny has been added to the femily when we hear him calling
"Arecher! Ja-cob!' on page 17. It is only by details like these that we
are apprised of the passége of time, not by any gxternal standard. It
is the second chapter where these devices are most apparent. The chapter
ends on an ironic note: the introduction, finally, of a "historic"
reference, complete with date and place-name: '"Jacob Flanders,
therefore, went up to Cambridge in October, 1906'". 2.

I have already discussed the 'female' nature of this
discontinuous, sﬁbjective, counterpointed progression, as compared with
the straightforward '"masculine!' linear standard of objective time, which
wduld be used in the novels of for instance, Bennett and Galsworthy, and
against which Mrs. VWoolf was reacting. There is something of a female
bias in the bodk, largely introduced by the narrator - character in
asides like "who shall deny that in these respects every woman is nicer
oh 73.

than any man We see Betty as Virginia Woolf's ''type'" of femininity,

70. J. R., 17, 18 (16).
71. go 3-, 6"'!7 (6).
72. J. R., 27 (27).
73. J. R., 9 (9).
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smoothing, rounding, protecting. Like Helen .in The Voyage Out who sews

philosophy and life into her. embroidery, and like Mrs. Ramsay with her
knitting, Betty orders and patterns existence in a.male world,.

~ John kept. trotting up and slapping down in her lap grass
or dead leaves whiéh he called 'tea', and she arranged
‘them methodically but. absent-mindedly, laying the flowery
heads of the grasses together, thinking how Archer had
been awake last night; the church clock was ten or
thirteen minutes’ fast; she"wished she could buy Garfit's °
. acre, 74.

- Betty, llke the authoress, compresses past, present and future
1nto the moment through the activity of her ordering: an essen 1tially
"female" act1v1ty. When Mr, Floyd asks her to marry hlm, her refusal,
paralleled by the omen of the three geese being chased in a straight
line, is.more a reaction.against his male potentiality for domlnatlon

75«

than against his red hair. Mr, Tloyd having long departed about his

career, Mrs. Flanders has his- cat gelded, and from thls gains a strange

76.

sort of satisfaction. Male 1nf1uence 1s banished in this attempt to

achieve 1n the novel what Mrs. Woolf advocated in A Room. of One's Owns:

77.

a truly feminine medium for feminine experlence.

| ; The t1me-dev1ces mlrror another. notlon, too. . As we saw also
in W1111am dames, though we may experience the present moment, we can.
never 1solate it, because it is compounded both of what has been and of
what will be as. much of what is. So the history in which we share -and
our personal past- are always in our present 1n so far as they surv1ve.
Our future, too, is potential in what is here and nowe. Thls 1ed
Virginia Woolf to the conception of human ex1stence as an endurlng
present. History recorded only external facts, dates, and changes in
fashion rather than any change in_human nature. Human nature - "life.
itself" - was where real importance lay, not in externals. So to her,
the rush hour in Oxford Street was at least as. 51gn1flcant in terms of
human emotlon as the barbarian invasion of Rome, and Jacob's, 30urney
by . sea as 1mportant, similarly, as Magellan's. In fact these events
partook of the nature of the historic ones. Jacob, in different moods.
74e J. Re, 17 (17).

754 J. R:; 19 (18).
76: Js R.; 20 (20):

77. A’ Room of One! s Own, Penguln (1965), 87.
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and to different people, was Byron, Alceste, Ulysses, and Julian thé

78,

Apostate. Jdacob, like everyoné else, is part of a tradition which

‘makes weighty each moment.

To see the hordes crossing Waterloo bridge to catch the
non-stop to Surbiton one might think .that reason impelled -
them., No, no. It is the drums and trumpets. Only,
should you turn aside into one of ‘these little bays on
Waterloo Bridge to think the matter over, it will
probably seem to you all a middle - all a mystery ... The
wind has blown up the waves ... St. Paul's swells white
above the fretted, pointed or oblong buildings beside it.
But what century have we reached? That old man has been’
crossing the Bridge these six hundred years ¢.. It seenms
.as if we marched.to the sound of music; perhaps the wind
and the riverj; perhaps these same drums and trumpets -
the ecstasy and hubbub of the soul. 79.°

This - the existence of the past in the present - will bé the
main theme of Orlando: in fact on page 16 we find a preparatory miniatire
of the-latér book, where the dress on a young lady on a seaside pier
re-forms itself into all the various shapes of nineteenth-céntury fashion.
The waves of the past, of process, beating on the beach will become  an
undercurrent metaphor in The Waves. To Jaéob, too, all the past is

present. An imaginary Socrates and Plato welcome him into Athens,-80°

and a real and rather dirty Greek named Aristotle serves him in a hotel.81'
Yet "merely to see the flash and thrust of limbs engaged in the conduct
of daily life is better than the old pageant of armies drawn out in
battle array upon the plain'. 82. ’
In fact, histor} may even be oppressive, for "Whén a c¢hild
beglns to read history one marvels, sorrowfully, to hear him spéll out in
his new voice the ancient words". 83. The influence of the past, what is
learnt, can.be ;estricting, because not only does it destroy the
naturalness of the child's vision, but it reinforces identity, and so.
banishes freedom: the freedom to be anyone. Likeé the men on the bus in
the rush hour who each "had his past shut up in.him like the leaves of
a book'", 8k. one becomes the sum of what oné has been, and one's past
presents a barrier to communication, ‘because everyone's past is different.

Communication, to be ideal, should be on the level of the present. Time

78, J. R., 44 (45).
79. J. R., 111-112 (107).
go. . R., 75 (72).

R., 137 (131).
R., 163 (155)
97 (93)..
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and tran51ence separate us all: this is the "sorrow' at the heart of

beauty.

It is brewed by the &arth itself. It comes from the houses
on the coast. Ve start transparent, and then the cloud
thickens., All hlstory backs our pane of- glass. To escape
is vain. 85. . .

Art is. the only thing that "saves" us from hiStory. Once among
the characters of a book, we are freed from the restrictions of our own
-personality. Contemplating painting or” sculpture, we elude-fer a moment

the ends-means process: considering something as an end in itself,

86.

temporarily we escape time, the "oppression of eternity." -
Virginia Woolf has expressed her distaste for the necessity for
taklng on a personallty in an important’ passage.

In short, the observer is choked with observations. Only

to prevent us being submerged by chaos, nature and society
between them have arranged a system of classification which . .
is simplicity itself; stalls, boxes, amphitheatre, gallery.
The moulds are filled nightly. There.is no need to --- CT
distinguish details. But the difficulty remains - one has
to choose. For though I havé no wish to be Queen of England
- or only for a moment - I would willingly sit beside her...’
And then, doffing one's.own headpiece, how strange to o
assume for a moment some one's - anyone's ... to refer while®
Brangaena sings to the fragments of Séphocles, or see in'a
flash, as the shepherd piped his tune, bridges and
aqueducts. But no - we must choose. Never was there a
harsher necessity! or oné which entails greater pain. More
certain disaster; for wherever I seat myself, I die in

exile, Whittaker in his lodging-house; Lady Charles in

the Manor. 87. - .

A pattern on which Jacob's Room depends is the image ofithe

degrees of consciousness, their distance from the centre of the "luminous
halo'": stalls, Boxes; amphitheatre, gallery. Rather like radiating
"ripples on a pool, the mind éxtends through the people it knows well, to

the ‘people with whom it is merely acquanted, and finally to its possessions:
the dead matter with which it has associations. Censéquently, as people
get farther from us, they tend to become more like objects. We find this
with the passengers on the mish hour buses: some are krown merely as

85. J. R., 47 (46).

86., J R., 160 (152).
87- ‘Q 67-8 (65).

-
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names, while,"passengers'going the.opposite way could pead_nothing at
all - save 'a man with a red moustache', 'a goung man in grey smoking

a pipe'." Betty Flanders' attention is sometimes prone to wander
out and become enmeshgd with the consciousness-pf other people, as on
page 16, Significantly, this section ends with the description of
clothes, and on several occasions clothes stand for the people who
wear them, as in‘a descrlptlon of Jacob at a service in Klng s College

chapel.. 89.

Mr. Floyd, the tutor, in moving to another district
passes out of the Flanders' centre of consciousness and becomes. an
object: "They were all allve, that is to.say, while poor Mr,.Floyd was

90,
n

'becoming Principal of Maresfield House. . Betty, 1qok1ng out over
‘the.view frém the Roman fortress on page 16, sees '"numbers of sponge-
bag trousers e+ stretched in rows."-Tﬂey are réally people lying down
on the grass. ''In a different way, we are prepared for‘Jacob's death,
and his final.idgntification.with solid objects, fhrougﬁ the ironies
in the statement: "For he had groﬁn to bé a'man; and wés about éo be
immerséd in tﬁings" —-as'the chanbermaid, emptying the bric-a-brac
from his pockets, is aware. 9;' '

Nearer to the source of. lloht, which is Jacob's consciousness,
than the obJects, are the other people through whom we see Jacob, and
the narrator who finds it so dlfflcult to 1nterpret "songs without
words'', 924 Each person alike alters and adds to’ the 1dent1ty ‘of the
central. character, for "Nobody sees anyone as he is ... They see a whole

n 93. In the same

- they see all sorts of things -~ they see themselves.
way, when we see Jacob through the eyes of Richard'ﬁonamy'"there

remains SOméthing over which can never be conveyed-to a second person
save by Jacob.himself. Moreover, part of this is not Jacob but Richard
Bonamy - the room; the market carts; the hour; the very moment of history.
Then consider the effect of sex.- how between man and woman it hangs

wavy, tremulous, £o that here's a valley, there's a peak, when in truth,
perhaps, all's as flat as my hand." 9 Yet somehow behind these varied
88. J. R., 63 (61).

89. J. R., 30-31 (30)

90. J. Ri, 20 (20).

91. 3. R., 138 (131).

92. R., 96 (92).

Jde
93. J. R., 29 (28).
9%4. J.R., 71.(69).
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opinions and 1mpre551ons of a partlcular 1dent1ty, we intuit somethlng
defifiite and real‘ "why are we yet surprlsed in the window corner by a
sudden vision that the young man in the chair is of all things in the
world the most real the most solld the best known to us - vhy 1ndeed9 .
For the moment after we'know nothlng about him." 32+

Jacob establishes his identity in the world hot oniy by his
influence on the lives of other peopie but by his associafion with
solid objects.-'The sheep's jaw hé ﬁicks np on the beach as a child, 967
the beetlés and butterflies collectedloy John and Jaoob, 97+
98. the statues of the Erechtheum,
fiélds too thick with stones to be ploughed, 100

kind of-relationship with Jacob which Virginia Woolf called “supernafural":

his

9. the

all these have the

relaﬁionship with his room,

"to feel the éarth spin; to have - positively - a rush of friendahip for
stones and grasses, as if humanlty were over, and as for men and women,

n 101. The trouble is, men and women quallfm'us, they

let them go hang.
make us into one thing or another by our reaction to them, but there is
"sometnlng absolute in us which despises- quallflcatlon. It'is this
102. Solid obJects allow us

our freedom to be what we will, They do not ‘impose identity on us. Also

which is twisted and teased in 5001ety."

they prov1de us with another freedom, away from the cycle of blrth and
decay. The child Jacob, rushing frlghtened along a beach belleves he
sees his comforting nanny sitting a little way ahead of hlm. When he comes

nearer she has become a rock. 103.

Then, on page 50, roundlng the Sc1lly
Isles with Timmy Durrant, Jacob is cynically inspired to sing: "Rock of
ﬁges, cleft for me, Let me hide myself in thee.'" The safety and
secunity provided by both nurse and rock are similar. But in addition,

the solid object provides a release from time,

[
. -

95. J. R., 176 (168).
9%. J. R., 8 (8).
.97. - _tl-' B-’ 21-(20).
98. J. R.,.37 (36).
99. Je« R., 150 (1h43).
100. J. R., 143 (136).
101. J. R.,.140 (133).
102. io‘ Eo, 1""3 (136)0
103. J.-R., 8 (8).
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Most of these concerns come togéther in.a seétion describing
Betty Flanders and her woman friend on the Roman hill at night, 10k
looking out over the moor., Her eXperience there roughly paralléls

Jacob's at the Acropolis. Iookihg for a brooch, she picks-up a pebble.

Did the bones stir, or the rusty swords? .Was Mrs, Flanders's
two-penny~halfpenny brooch for ever part of the rich
accumulation? and if all the ghosts flocked thick and rubbed
shoulders with Mrs. Flanders in the circle, would she not °
"have seemed perfectly in her place, a live English matron,
growing stout?

As the clock strlkes, we realise that the past is in the present,
and we can see Betty as being part 01 a homogeneous humanlty, ‘all of whom
11ve in the present through their cumulatlve effect on the present.
Behlnd this we have the moor, rather llke Forster s Marabar caves,
acceptlng everythlng, it is the "reallty" behind -the partlculars. ”he
moors absorb the present moment, the striking of the clock, and in d01ng
so seem to show the absurdlty of time. Voices from the tombstones read
out the ‘names 1nscr1bed there, Bertha Ruck Tom Gage, "o so the measured
v01ce goes on down to the marble scroll as though it could 1mpose itself
upon time and the open air." Below thé superfluous clock "Often, even
at nlght the church seems full of people ... Plaint and bellef and
elegy, despalr and triumph, but for the most part good sense and jolly
1nd1fference, go trampling out of the windows any t1me these f1ve hundred
years." Betty Flanders and Mrs. Jarv1s begin to walk home.

But their voices floateo for a‘*little above the camp.
The moonlight destroyed nothing. The moor acceptéd every-
thing. Tom Gage cries aloud so long as his tombstone
endures. The Roman skeletons are in safe 'keeping. Betty
Flanders' darning needles are safe too and Her garnet -
brooch. . And sometimes at midday, in the sunshine, the
moor séems to hoard these little treasurés, like a nurse.
But at midnight when no one speaks or gallops, and the
thorn tree is perfectly still, it would be foolish to
vex the moor with questions - what? and why?

The church clock, however, strikes twelve.
) 105. The

Moors are like solid waves, which introduce, as always in Virginia Woolf,

We remember Jacob, who sailed past the land's end.

104, JJ RJ, 131-133 (x25-127).
105. JJ Rey 47-48°(46),
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the sea sjmbol of our submerged history, rising to appear as particular
entities, individual people, for a time and then subsiding back inté the
timeless sea of universal -consciousness. ~ Clara Durrant, who loves Jacob,
also'admifes the moors.

Clara's moors were .fine enough. The Phoenicians slept
under their piled grey rocks; the chimneys of the old
mines pointed starkly; early moths blurred the heather-
bells; cartwheels could be heard grinding on the road far
beneath; and the suck and sighing of thé waves sounded
gently, persistently, for ever. 106.

It is not generally appreciated how similar in construction each -
of Virginia Woolf's noveks are. In all the works we have considered
tliere 'has been a périod when the characters vacillate, a period of
contradictory feeling, hefore the final climax, the resolution, is
reached. Virginid Woolf by this means emphasizes the contradictory
nature of human personality, in.each of thé tooks, bﬁt these sections have
led to much confision and misinterpretation among her critics. Once
again, the climex of this book, the visit to Greece,.is similarly heralded
by'a-vacillatian of feeling on Jacob's part. But once he finds himself
in that country, these feelings resolve themselves: it takes his affair
with Sandra Wentworth Williams, a2 married woman, to bring home to him
the "meaning" of its history, and the importance of this for him.

Sandra herself, however, lives for the moment. She is always
"in the present', and looks back on her life as a succession of such
moments: ''the eternal drudge and drone, now bursting into fiery flame
like these brief balls of yellow émoﬁg green leaves (she was looking at

107.

orange trees); kisses on lips that are to die'. Sandra presents

no barriers‘to Jacob, she leaves him unqualified, for as far as life is

108.

concerned, she is ''sensitive to every side of it', Through her,

Jacob finds his real identity, in the freedom her personality allows
him: "He was surprised ... how much more can be said than one thought;
how open one can be with-a’woman; and how -little he "had known-himself

before". 1°7° He falls in love with here

. 106. J. Re, 174=5 (166)..
107 Je Re, 152 (145).°
108. 1Ibid.- -

109. J. R., 146 (139).
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The climax of their relationship'comes with the climb of the .
Acrépolis by night. It raises itself above the town Mlike a large immobile
wave with the yellow columns of the Parthenon firmly planted upon it'.

The extreme definiteness with which they stand, now a
brilliant white, again yellow, and in someé lights, red,
imposes ideas of durability of the emergence through

the earth of some spiritual energy elsewhere dissipated

in elegant trifles., But this durability exists quite -
independently of our admiration ... if you consider

how it has stood out a2ll night, for centuries, you

begin to connect the blaze (at midday the glare is
dazzling, and the frieze almost invisible) with the

.idea. that perhaps it is beauty alone that is immortal. 110.

It must be evident that here we have a substitute for the

lighthouse symbol.. As in Night and. Day, the moment of splrltual union

between the.lovers is allied with this associated image. The, Parthenon,
1like the lighthouse, is a solld object.s It stands for the endurance_of
the moment in time, and for permanence through hlstory. It represents

the tlmeless present moment and the past contained in the present. St.
Paul's cathedral, in the earller part of the book, fulfllled this function
in London, for here there is "For ever requlem - repose'. lll'_ In the
wider h1stor1cal context of Greece, Jacob's search is ended, his
resolutlcn as a person. achleved. )

We hear of Jacob's death in Flanders. The final chapter of the
novel (p. 176 (167-8) ) contains a number of earlier passages repeated
verbatim. The description of Jacob's room in London occurs,for the
second time, even to the ram's skull carved above the doorway (p.69)e. An
account of Jacob.!'s room in,Cambridge is imperceptibly included: the -
flowers. in the jar, the shifting curtain; the ﬁicker armchair creaking
although nobody. 51ts there (p. 37 (36).) Bonamy, standlng at the w1ndow,
sees what Jacob has on two occasions seen there: Plckford's van sw1ng1ng
down the street (p. 62 (60), p.115 (110) and the omnibuses locked together
at Mudie's corner (p. 63 (61).). Finally Bonamy repeats Archer's cry in
the first chapter: "Jacob! Jacobi" (p.6.). The use of the "little rhythm"

-110. Jo R., 147-8 (lLLl).
111% J. R., 6k (62). - N
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is to "round tbe-globe", tq‘bring héme the notion Mrs.fWoolf-has of our
communal immortality, and our eiistence-in—others, andléf life captured
in its-effects: the past existing in the presenf. The window becoﬁes a
symbol of the reciprécél movement ?étﬁeen'the subjeétiye and the
objective world. Finally? Betty Fianders comes forward witﬁ something
in her hands. '"What am ; to do with these, 4r..Bonamyé" she asks. She

holds out a pair of Jacob's old shoes:.solid objects.



They swept and soared sharply in flights high into the air,
twittering short, sharp notes ... Now and again their songs
ran together in swift scales like the interlacings of a
mountain stream whose waters, meeting, foam and then mix,
and hasten quicker and quicker down the same channel,
brushing the same broad leaves. But there is a rock; they
sever. (W., 73-9)

111.
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CHAPTER IV,

Mrs. Dalloway followed Jacob's Room in 1925. In many ways it is a

counterpart of the earlier book: it presents an eloquent and varied
illustration, rather than a development, of the thought which we found
there. There are two important new elements, however. In this work,
"Society" enters the picture, and Virginia WOolf's.notions of personmality
and immortality are seen in opposition to the enviromment which confronts
them. In addition, whereas Jacob was "missing'", here our central figure
is very firmly with us. In fact, Clarissa Dalloway is the raison d'etre
of the book itself,

In previous chapters we have seen how the last sentence of

each novel provides a clue to the story's meaning: for examﬁle, the
"good night'" at the end of Night and Day, and the boots which rounded off
Jacob's Room. We find that Mrs. Dalloway ends with: 'For there she was',.

Hence it is fair to suppose that in. her new novel this is the authoress's

first concern: by placing ue in the mind of a humen being from mid-
morning to late evening of a single day, to present us with a sense of
that personality whole, like the experience of Jacob we gained externally
from her previous novel. As with Jacob, we see her through the minds and
impressions of a number of other people, but here Clarissa's own stream
of consciousness is the core of the book. It is mainly through her own

awareness that we come to know her. So while Mrs. Dalloway may not

extend our knowledge of Virginia Woolf's theories, it represents.a gain
in our sense of the "humanity" of her characters.

The psychological insight and sensitivity to atmosphere ‘which
characterize this excursion into the mind of the heroine will be
appreciated by anyone reading the novel, and it would be.superfluous to
expatiate on them here. But they are not the whole book. Through the
use of transitions, like the aeroplane which writes "toffee' in the sky
and so allows us to hop from one spectator to another without a break,
events move smoothly ome out of the other. So smoothly, in fact, that
we tend to forget the total design, and are rather surprised when Mrs.
Woolf records in her diary: "I think the design is more remarkable than
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in-any of my books". (October 15th, 1923). L.

masterful. I'm always having to wrench my substance to fit it". (June

"The design is so queer and

19th, 1923). 2* Our appreciation of the design depends upon our
understanding of the riovel's implicit meaning, and it is these two
necessary elements that I intend to pursue in my present chapter.

The theme of the book is the total isolation inside two people
of their private soul from their public faces In each person the gap -...
" between the two is so great as to produce virtually a double identity.
It is society which, by demanding the public persona, is to blame for
the discrepancy. One of these people breaks out of the "straightjacket"
society imposes, paradoxically, by means of madness and suicide., The
other remains imprisoned but alive, and we are left wondering which
event is the greater tragedy.

Before I can trace this in detail, I feel it is important to
understand in what ways the new-book follows closely on the last. First
of all, we do not have to go far into Mrs. Dalloway béfore we find open

support for the interpretation I have given of Jacob's Room. It is as

if the need to convey her private meaning, to make éxplicit what had to
be explored for in the last novel, and thé emphasis placed by critics
on the technique of Jacob's Room, have impelled her into frankness here
about her theme. But it is conveyed as part of Clarissa's own reaction
to the world: o ' '

Did it matter then, she asked herself, walking towards Bond
Street, did it matter that she must inevitably cease completely;
all this must go on without her; did she resent it; or did it
not become consoling to believe that death - ended absolutely?
but that somehow in the streets of London, on the ebb and flow
of things, here, there, she survived, Peter survived, lived in.

" each other, she being a part, she was positive, of the trees
at home; of the house there, ugly, rambling all to bits and
pieces as it was; part of people she had never met; being laid
out like a mist between the people she kmew best, who lifted
her on their branches as she had seen the. trees lift the mist,
but it spread ever so far, her life, herself. 3.

1. A Writer's Diary, 6l.
2—. @b E_jﬁ_o [ [
3. 2. 9 11-12 (11-12) L]
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This description of survival through others, survival through
solid objects, is also extremely helpful in the understaﬁding of the
present novel, However, in as recent a study as A.D. Moody's he takes
this passage as evidence of Clariésa's superficiality, its intention
apparently being to show her as "something of an animated mirror." b
This misreading later leads him to identify Clarissa and Sir William
Bradshaw! ) -

The part quoted aboie is associated first of all with an image,
that of throwing a shilling into the Serpentine, and.also with the first
lines of the song from Act IV of .Cymbeline: "Fear no more the heat o
the sun." Both:these tags recur throughout the book as "l:i.1:'l:1elz-hyi-,hna'-.5 °
They enter and re-enter the mind not only of Mrs. Dalloway, but of
Septimms, the madman who commits suicide. The intention is quite plain.
Mrs. Woolf is referring to the image discussed in the last chapter, that
of consciousness as a ripple, extending through other minds to other
objectse It becomes a symbol of identity; of communication, of "life"

- after death. We need "fear no more', firstly because life "is all" 6':
it is the only thing we shall know, consequently it is everything to us;
and secondly because our "ripple'-survives in others. Far from being
annihilation, "Death was an attempt to communicate'. 7¢ Do understand
‘the significance of this 500k, we must bear in mind both this notion,
‘and its associated image of the widening ripples, as we read further.

There is another explicit description of this, coming as one
of Peter Walsh's memories. This time it is elaborated to express the
main concept behind the themes of the two bookse Ati.the same time it
points to her_;heoryfs danger, its compensatori features:-
Clarissa had a theory in those days - they had.heaps.of
theories, always theories, as young people have. It was
to explain the feeling they had of dissatisfaction, not
knowing people, not being known. For how could they

know each other? You met every day; then not for six
months, or years. It was umsatisfactory, they agreed,

"l'o Vir nia w001f, 20. .

gi-_ D., 11 (11), 202 (203), 12 (12), 45 (45), 154 (154).
[ ] Do 13. : '

7. .. 202 (204).
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how little one knew people. .But she said, sitting on
the bus going up Shaftesbury Avemue,. she felt herself
everywhere; not 'here, here, here'; and she tapped

the back. of the seat; but everywhere., She waved her : -
hand, going up Shaftesbury Avenmue. She was all that.
So that to know her, or anyone, one must seek out the
people who completed them; even the places. 0dd
affinifies she had with people she had never. spoken to,
some woman in the street, some man behind a counter -
even trees, or barns. It ended in a transcendental
theory which, with her horror of death, allowed her

to believe, or say that she believed (for all her
scepticism), that since our apparitions, the part of
us which appears, are so momentary.compared with the
other, the unseen part of us, which spreads wide, the
unseen might survive, be recovered somehow attached y
to this person or that, or even haunting certain
places, after death. 'Perhaps - perhaps. 8."

- Both Peter Walsh and Clarissa (Sally Seton as well) have the °
sense of the presencé of other feople when they.remember them or think -
about them. They experience: thls sense of "existence in others" even with
11v1ng people who are absent.

With Mrs. Dalloway, Virginia Woolf became at once more open. and

more elusive. It is no wonder that she could write in her diary,

immediately after the book's completion, that "I feel rather more fully

relieved of my meaning than usual - whether this will étand wvhen I re-read

is doubtful." (October 17th, 1924). %  fhere is evidence that in life

she remained personally elusive about her views despite these inclusions,

for on the rare occasions when she was tempted to express views like

these in life, they apparently came as-a surprise even to those neaiést

to her. Vita Saékville-Wést, for some years a ¢lose friend and'the

original of Orlando, wrote in her obituary of Virginia about an unexpected

discussion of immortality during a thunderstorm, which opened to her a

new facet of Virginia's personélity. It is tempting'to speculate that her

opinions then were much like Clarissa's here. 10.
Such a theory as Clarissa's is of course posszble only to some=

one with a concept of a "homogeneous' universe, one with all its parts

in relation. A world-picture like this held wide currency before Moore,

8. D., 167-8 (168-9).

9. A Writer's Diary, 68.
lo. 'Virglnla Woolf', Horizon, III, May 1941, 318,
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Russell and Wittgenstein radically altered Bfitish-éhilosophy, and that
it did so0 was largely.due to the influence not onlyﬁof'William James,

but of F.H. Bradley, the philosopher who was so importént to TeS. Eliot's
development. The fact of relation itsélf was of greater significance

for Virginia Woolf than it was for E&adley, and-I am not suggesting that
his influence was more than that he contribited to the climate of ideas
in which she shared. Nevertheless it is interesting to note that with a
similar world-picture they came to some similar conclusions. Bradley
held that anything that involved ‘'‘relations' was unreal. Consequently he
was ablelfo conclude that every separate thing we perceive in the world,
even the '"self", is unreal: it is'only "appearance'. ''Reality" or the
"Absolute', on the other hand, was composed of the entire universe in a
state of unity, with no one thing separable from anything else. We will
find Mrs. Woolf expressing a similar insight quite clearlﬁ in her novels.
She and Bradley seem, too, to have chosen similar images to symbolize their
idease Hié image of consciousness in time, for example, was as follows.'
He imagined.to begin with that we human beings were poised over a stream:

Right under our faces is a bright illumined spot on the
water, which ceaselessly widens and narrows its area, and
shows us what passes away on the current. And this spot
that is light is our now, our present. We may go still
"further ... We have not only an illuminated place, and
the rest of the stream in total darkness, There is a
paler light which, both up and down stream, is shed on
what comes before and after our now. And this paler
light is the offepring of the present. ll. '

Then again, Bradley was an opponent of solipsism, and an advocate
of the communication of ideas. He felt that it was unfortunate that "I
cannot spread out my window until all is transparent, and all windows
12¢ e symbol of the window, both.as a barrier to
communication, and again as the link between the "room" of one person and

disappear'.

the outside world, we have seen in use in Jacob's Room (p.176), and it

becomes important in Mrs. Dalloway. Clarissa, inwardly raging at the

twin threat to the privacy of the soul, the freedom of the inner life of

imagination, presented by love and religion, goes to the window and sees

1l1. Principles of Logic, 54-55.
12, Appearance and Reality, 253.
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the 0ld lady in the house opposite climbing upstairs to bed. -The old
lady herself is a symbol: a symbol of human dignity, and of the hidden
human identity which moves towards death: >'"love and religion would
destroy that whatever it was, the privacy of the soul. The odious
Kilman would destroy it. Yet it was a sight that made her want to cry".
Neither religion nor love can solve the supreme mystery: "Lere was one
room; there another." 13. T '

I have been discussing the similarities between this novel and

Jacob's Room: the room symbol has been used in all her novels to represent

the individual inner world. In The Voyage Out Rachel is persistently
asked by the hotel guests to ""come and see my room'"; Alardyce's little
room in Night and Day brings a past identity into the present; the title
of Jacob's Room has a double ambiguity. Similarly, in Mrs. Dalloway

this image refers to the hidden imner life, threatened by the-threé agents
of society and conformity: love, conversion, and mediocrity.

‘'As Septimus, the madman, goes to.comﬁit-suicide,'he sees an.
old man coming down the staircase opposite, Lk the counterpart of
Clarissa's old lady. Some time later, during her party, Clarissa hears
of the suicide, and goes for a moment into a private room to accommodate
herself to the news. Once more she sees the little old lady going to

15. We are

bed, and realises that "Death is an attempt to communicate".
moved to ask if the lady's name is not Mrs. Brown: the individual soul,
life itself, T _ . -

So the theme of Mrs. Dalloway is once again "night and day",
"the inner and the ocuter": the conflict between the private life of
imagination and contemplation and the public life of society. More than
that, it is about the opposition of the private and public identity. Ve
find that the freedom of the spiritual life has one overriding enemy, or
rather, two, but each threatens in the same way: it adores to see its
face stamped on. the face of others. The enemies are Proportioﬁ and
Conversion, twin sisters. Possession woul& pérhaps be an apt addition
13. D., 140-141,

14, D., 164 (165).
15, D., 202 (204).
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to thé family, for it is through bourgeois mediocrity, religion, and

love that the trio manifest themseélves in the world, Sir William Bradshaw
the psychiatrist, Miss Kilman the frustrated evangelist, and Peter Walsh,
the old flame returned from India (who plays ominously with his penknife),
are their three agents in this novel. Bradshaw is possibly the worst of
the three, for his attempt to shut away in an asylum Septimus, the shell=
shocked ex-volunteer returned from the war, is directly responsible for
the latter's suicide. Proportion is Sir William's panacea, administered
in ‘the name of society: '

"Worshipping proportion, Sir William not only prospered himself
but made England prosper, secluded her lunatics, forbade child-
birth, penalized despair, made it impossible for the unfit to
propagate their views until they, too, shared his sense of
proportion - his, if they were.men, Lady Bradshaw's if they
were women (she embroidered, knitted, spent four nlghts out of
gseven at home with her son) 16,

"Society'" is not necessarily opposed to individual identity.

The novelist is careful to fix the time of the book, and it is a
particular society in a particular era that she is criticizing. There are
other strands in the novel, and in isolating first this, the main theme,
and deciding what we are to understand from it, it is important to see to
vhat extent Virginia Woolf identified with Clarissa and Septimus, and to
what degree she was critical of them, for we have it on her owh'anthority
17¢ We find that they each have one
flaw in their character: Septimus is aware of his. It becomes his "crime",
for which in his madness he believes human nature,'%he brute with the.
blood-red nostrils", 18‘
Once you stumble, "human nature is on you", he cries.

that the two are ''the same person'.

is sentencing him: it is "that he could not fee1", 1%

Clarissa, likewise, while her response to life is full, also
shows on some occasions a strange lack of feeling. She realises that she

is missing "something central which permeated".'ao'

She sleeps in a
separate room. The friends of .her.girlhood, Peter Walsh and Sally Seton,

contrast with her. They.felt ''more deeply, more passionately, every year".zl

16. D., 110.

17. TIntroduction", Mrs. Dalloway, Modern Library edn., N.¥., 1928,vi.
18, D., 102, p. 162 (163).

19. D., 96,

20. » 360

2l. D., 212 (21h).
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The blame for this absence of sympathy is placed squarely on the shoulders
of society, Pound's "old bitch gone in the teeth", responsible for the
First World War. We learn that Clarissa has recently suffered "an
illness"; there is no such euphemism for the source of Septimus's lack: .
it was in the war, where his best friénd Evans died, that he lost the
ability to feel. He married his wife, the Italian girl Rezia, as a
desperate reaction against this growing emotional sterility. His madness
is the price he pays. '

Clarissa, the society hostess, the wife of the conservative
M.P., may also blame post-war British society as the root cause of her
personal failing: - She, like Richardson's Clarissa, is in a sense
imprisoned ~ but in herself. Her lack of "something central" is due to
the existence of two identities in her,'aqd the dichotomy between them.
Her private inner life, which she protects even from the demands of love,
forms one of these selves. VWhen Peter Walsh returns from India, "She made
to hide her dress, like a virgin protecting chastity, protecting

privacy'. The freedom of her private identity she seeks to preserve.
Her other self is her public persona, her public funcﬁion, Mrs. Richard
Dalloway, "the perfect hostess" 23« as Peter had once called her.

But how often this body she wore..., this body, with all its .
capacities seemed nothing - nothlng at all. She had the

oddest sense of being herself invisible; unseen; unknown,

there being no more marrying, no more having of children now,
but only this astonishing and rather solemn progress with

the rest of them, up Bond Street, this being Mrs. Dalloway;

not even Clarissa any more; this being Mrs. Richard Dalloway. 24.

In her public life she is forced to give up the infinite
possibilities of .personality and become something fixed. Other people,
attracted by her stability, revolve round her at parties like boats round
a lighthouse: she "forms" their lives on these even;ngs rather as if she

is the centre of a diamond or a cone:

22 D. " P‘l*so

23. Do’ P 69.
2"’." 20’ P 13.
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That was herself - pointed; dart-like; definite.. That was
herself when some effort; some call on her to be herself,
drew the parts together, she alone knew how different, how
imcompatible and composed so for the world only into one
centre, one diamond, one woman who sat in her drawing-room
and made a meeting~point, a radiancy no doubt in some dull
lives, a refuge for the lonely to come to, perhaps, sheqss
had tried to be the Same always, never show1ng a 51gn of
" all the other sides of her. 25.

At the same time she realizes that like.herself; the parties,
""these semblances, these triumphs ... had a hollowness; at arm's length

they were, not in the heart'. 26.

The metaphor for this "missing centre',
a- counterpart of her own failing, is provided when the Bradshaws enter
the party which is the: climax of the novel.and report Septimus's suicide.
"Oh! thought Clarissa, in the middle of my party, here's death she
thought." 27s :

- So this is Clarissa's tragedy, the 'double life" she leads:
her "outer" self is not an expression of her "inmer reality. ~She is
imprisoned; she is, as it were, an object: her outward self has been
crystallized into the hard surface of society. But, paradoxically, this
is necessary if she is to retain her inner freedom, and to preserve her
distance. from the society which is hostile to her true nature. The demands
of feeling, too, would be the sort of bridge she seeks to avoid between
her inner self and the world. -Paradoxically again, the props provided by
her position in society, it is implied, are the only reason she is not
insane as Septimus is,‘ In the original draft of the novel (See Mrs.
Woolf's Introduction to the Modern Library edition) he did not in fact
appear, and Clarissa herself was to commit suicide at the height of the
party. '

Nevertheless, Virginia Woolf did approve of a great deal of both

Septimus and her heroine, who is a far cry from the shallow socialite we
first met aboard the Euphrosyne in The Voyage Out. Perhaps it would be
best,'first of all, to examine the close relationship between the

35; 'D., k2,
26. Do, 192 (193).
27. D., 201 (203).
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authoress and the war-shocked poet, Septimus. In her diary she records
the struggle she had over the descriptions of insanity, necessitating the
entry into the mind of a madman: "Of course the mad part tries me so much,

makes my mind squirt so badly that I can hardly face spendlng the next
weeks at it". (June 19th 1923). 28. These pages taxed her because they
drew, painfully, on her own experience.

We learn from Leonard Woolf that Virginia herself suffered
four breakdowns during her life: a minor one in chlldhood, a maaor one
after her mother's death in 1895, another in 1914 and a fourth in 19#0.

In the manic stage she was extremely excited; the mind raced;
she talked volubly and, at the height of the attack, incoherently;
she had delusions and heard voices, for instance she told me

. that in her second attack she heard the birds in the garden

- outside her window talking Greek; she was violent with the
nurses. In her third attack, which began in 1914, this stage
lasted for several months and -ended by her falling into a
coma for two days. During the depressive stage all her
thoughts and emotions were the exact opposite of what they
had been in the manic stage. She was in the depths of
melancholia and despair; she scarcely spoke; refused to eat
ees refused to believe that she was ill and insisted that
her condition was due to her own guilt; at the height of this
stage she tried to commit suicide, in the 1895 attack by
jumping out of a window, in 1915 by taking an overdose of
veronal; in 1941 she drowned herself in the river Ouse. 29

The similarity of this to Rachel's "mystic" fever in The Voyage
Out and to the madness of Septimus need not be emphasized. On page 28 of
Mrs. Dalloway, for example, we are inside the mind of the madman:

Men must not cut down trees. There is a God. (He noted such
revelations on the backs of envelopes.) Change the world.
No one kills from hatred. Make it known (he wrote it down).
He waited, He listened. A sparrow perched on the railing
opposite chirped Septimus, Septirus, four or five times
over and went on, drawing its notes out, to sing freshly

and piercingly in Greek words how there is no crime and,
Jjoined by another sparrow, they sang in voices prolonged

and piercing in Greek words, from trees in the meadow of
life beyond a river where the dead walk, how there is no death.
: There was his hand; there the dead, White things were
assembling behind the railings opposite. But he dared not
look. Evans was behind the railings! 30.

=

28, A‘VWriter's __a_rz, 57,

29, Leonard Woolf, Beginning Again, 76.
m. D.’ 28
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The passage is redolent with private symbolism, and,iit will be
readily appreciated, i5 a nightmare-view of Virginia Woolf£'s own private
"message's I shall leave the interested reader to go through the quotation
in search of references which associate Septimus with the authoress and
her vision, and go on to record another interesting parallel between her
own life and that of her character.

_ Leonard Woolf describes how during Virginia's illness they
visited three famous Harley Street doctors and secured three different
diagnoses. They ignored all, and she ''recovered from threeifatal and
incurable diseases". At their last interview "the great Dr. Saintsbury,
as he shook Virginia's hand, said to her ‘'Equanimity - equanimity -
practise equanimity, Mrs. Woolf' ... I felt he might just as usefully
have said: 'A normal tempefature - niﬁety-eight point four = practise a
normal temperature, Mrs. Woolf.' " L. Surely here is the origin of
Sir William Bradshaw's "Proportion'. _

The reason for the inclusion of the Septimus theme in the novel,
and for the authoress's identification of the tw& main characters, which
has so puzzled critics, is that Septimus is representative of Clarissa's
inner life. His sensitiﬁityt_his insights, are the same as hers, but they
are distorted by his deliriume. He is an illustration of what would happen
to Clarissa were she to drop her "mask'": her social front. Septimus is
the inner Clarissa.

I shall quote from another fragment of Septimus's ravings: he
is once again seated in the park, observing the world about him, The
reader will see at once that the picture given is of the Bradley-like
"homogeneous" universe, gone haywire:

But they beckoned; leaves were alive; trees were alive. And
the leaves being connected by millions of fibres with his
own body, there on the seat, fanned it up and down; when
the branch stretched he, too, made that statement. The
sparrows fluttering, rising and falling in Jjagged fountains
were part of the pattern; the white and blue, barred with
black branches. Sounds made harmonies with premeditation;
the spaces between them were as significant as the sounds,
A child cried. Rightly far away a horn sounded. All taken
together meant the birth of a new religion - 32.

3l. Downhill All the Way, 30.
32 D.y 26
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Not merely for "Eociety", for people like M. Sartre, of course,
a vision like Mrs. Woolf's is in any case its own kind of madness, an
attempt to find order 'by imposing onesself on an irrational world,.

I have considered the relationship  of the authoress to Septimus.
In understanding fully how she thought of Clarissa, it is vital to see
how she related Clarissa to the main theme, Naturally enough, the
authoress's conception of this book expanded in the writing. Perhaps the
best way to follow this is through the insertions in the diary while it
was being written.

Friday, June 25rd, 1922: If they say this (Jacob's Room) is all
a clever experiment, I shall produce Mrs. Dalloway in in Bond
Street as the finished product. N
Saturday, October 1lhth: Mri..Dalloway has branched into a book,
and I adumbrate here a study of insanity amnd suicide: the world
seen by the sane and the insane side by side - something like
that... and to be more close to the fact than Jacob: but I
think Jacob was a necessary step, for me, in working free.
Mondgx, June 4th, 1923: I want to bring in the despicableness
of people like Ott. (Lady Ottoline Morrell) I want to give the -
slipperiness of the soul. I have been too tolerant often. The
truth is people scarcely care for each other. They have this
insane instinct for lifee But they never become attached to -
anything outside themselves.ss

Tuesday, June 19th: In this book I have almost too many ideas.
I want to give 1ife and death, sanity and insanity; I want to
criticise the social system, and to show it at work at its

most intense. 33.

The social element is inseparable from ahother elément, time,
In August and October 1924 she records the discoverj of two technical
innovations which gave great impetus to her progress. Both are '"time
devices", and are alréady potentially present in the method she used in
Mark on the Wall, the short story written in 1917 (as Leonard VWoolf
rightly emphasizes, before she had read Proust, Joyce or Richardson).

The first device she describes as the digging out of 'beautiful caves
behind my characters... the idea is that the caves shall connect and each

comes to daylight at the present moment'. She means by this the
movement in her characters' minds from awareness of the world about them
to their own thoughts, ruminations, and memories, and then back again to
the present. Sometimes actuality intrudes only briefly, between brackets.

33. A Writer's Diary, 46, 52, 55, 57.
34, Op. cite, 60.
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By using this flowing method she hoped to render.faityfully the
activity of consciousness. | .

The other device she calls her "tumneling process': "It took
me a year's groping to discover what I call my tunneling process, by
which I tell the past by instalments, as I have need. of it". 35'_ An
example ‘of this in the novel is the minor 1nc1dent at Bourton nearly
thirty years before, when Hugh Whitbread kissed Sally Seton in the ﬂnoking-
room. This memory, so out of key with the present-day personality of .
Hugh, a conservative and pompous toady, is returned to several times in
the course of the novel, each time with a different twist to it. Uhen
Clarissa first thinks of it, it surprises us as a deviation from Hugh's
accepted creed,.and as such it prejudices our view of him. Gradually
the incident is filled out for ué, until at the party which closes the
book we learn that the reason he had kissed her was to punish her for
saying that women should have votes. 36. Memory plays tricks,.as well.
One of Sally's misdemeanours at Bourton was to leave a béok Belonging to
Clarissa's father out o£ the verandah in the rain, as we learn- from
Clarissa'eafly on. When she recalls this momentarily at the party 37'
in her mind it is in the punt that the book has been left., Again, all
her life the heroine has hero-worshipped Sally, .and has been physically
attracted to her, becaiise of ﬂer.oﬁtrageous liveliness at Bourton. This
vitelity itself gdins & new dimension when, at the party, Sally admits
to herself that gbing to Boﬁrton had "kept her sane, she believed, so
unhappy had she been at home", 38. The novel abounds in sharp human -
observations like these, which add to one another to give depth of field
to our view. The past "'grows" fér us in company with the present, sov
that the book sténds as an emblem of Virginia Woolf's attitude to time:
the "past in the present", Accompanying her heroine for a few hours of
a single day, we trace out in the same time her whole past history.

All in all, Mrs. Woolf both 1dentif1es with her character and
criticizes her. But her faults are the direct result of her societye.
35. Op: cit., 6l.
36e D., 199 (201).

37' : D'! 199 (200)0
33, D., 207 (208).

-
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Included in the diary is Strachey's understandable eomﬁent on Clarissa:

"he thinks ... that I alternately laught at her and cover her, very

remarkably, with myself', 39.
What has been established about the theme may be summarised in

terms of "time". Clock time, the "outer time", is the common time of

society. It forms a common area of contact for different people with

different_1nd1v1dual inner times. In this novel the ever-present clock

comes to symbolise a society that in its brutish ignorance and its herd-

like conformism seeks to impose its own time as the "norm'": by misunderstanding

the nature of the internal it seeks euperstitiously to egclude all

temporality it cannot comprehend.

Shredding, and slicing, dividing and subdividing, the clocks
of Harley Street nibbled at the June day, counselled sub-
mission, upheld authority, and pointed out in chorus the
supreme advantages of a sense of proportion. LQ.

‘This is the outer time of the masculine "slicing" intellect, the
hoarder of dead facts. But more, if one's right to include one's internal -
duration in the passage of time of society may be a definition of one's

freedom, Mrs. Dalloway is a novel -about freedom. "Life is not a series

of gig-lamps symmetrically arrangede...", and if the original conflict in
life is, as Bergson says it is, between activity and matter, then one's
total freedom is'gained - only in death. For if matter is what limits
activity; if form ?esists essence, then only in total identification with
matter can one achieve one's total freedom. The criginal title (Qiggz,
57) for the work was The Hours, apd in it on nearly twenty occasions,
clocks strike. Almost alwa&e they are accompanied by the "rhythm“: "the
leaden circles dissolved in the air'". This reference to the "ripple"
1mage represents, first of all, the reverberatlons of the moment in time,
and, by extension, the reverberatlons of the individual consciousness in
life, in the minds of others. Yet the more the self is "in life" in the
truly human seﬁse, the more one is limited, tﬁe more one realises one's
limitation. Jinny in The Waves is "full of 1ife" but is not "in life'.

39. A. Writer's ‘Diary, 78.
ko, D., 113, . .
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Her life is the body's. Her activity, like Percival's is almost unimpeded.
She is likened to am animal. Only in death, according to Virginia Woolf,
are we '"other', can we communicate, are we completely free. As Mrs.
Dalloway is a novel about freedom, it is a novel about death. ;
Mrs. Dalloway's life is a succession of "moments'. Here we
come closer to what Mrs., Woolf meant by what she called her "moments of
vision': "a match burning in a crocus; an inner meaning almost express,ed".hl'
The nature of a "moment of v:i.sioﬁ" is very like that of the-solid artistic
object distilled subconsciously by the artist from the fragmented
impressions of her day (See The Moment, 109). The essence of this “momex;t"
is a coming together, a crysfallization, an ordering. Only temporary in
life, like the beat of the lighthouse beam, the characteristics of the
moment may -~ iﬁ ideal terms-- be made eternal in art. The moment comes

b2, For Peter

upon Clarissa, '"collecting the whole of her at one point!
Walsh, too, it starts withthe "drip, drip of one .impression after another
down into that cellar where they stood deep, dark, and no-one would ever
know e.. really, it took one's bi-eath away, these moments; there coming

to him by the pillar-box opposite the British Museum one of them, a
moment, ‘in which things came together; .this ambulance; and life and dea.i:l'.t".l}3 *

The "momentary'. nature of .Mrs. Dalloway makes unrepresentative

and too definite any attempt to chronicle a distinet plot for it as suche.
There are, however, certain central facts. We are with Clarissa Dalloway,
the middle~aged wife of a conservative M.P., from the time of her shopping
trip in Bond Street in mid-morning until the end of her pa.rfy the same
evening. During the course of the day two friends from her youth appear
unexpectedly: Peter Walsh, an old flame, who has been in India, and Sally
Seton, with whom Clarissa was once aiso "in love'. At the same time,. her
teenage daughter Elizabeth loses her illusidons about a spinster evangelist,
a Miss Kilman, who seeks to convert her to religion. Mrs. Dalloway twice
comeé near people of importaﬁce;. once in Bond Street, where a mysterious
official car with its blinds drawn causes ;. stir (the "Proime Minister's
kyar", someone says); and again at the party where the Prime Minister

ln, D., 36.

42, Di, k2.

k3, D., 167 (168).
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does appear in person just for a few mimutes.

Parallel to this set of events runs a second, that in which
the insane ex-serviceman, Septimus, and his Italian wife ILucrezia, are
involved. One would think the two histories would be completely separate,
isolated as they are by class, place, and tragedy. But there are
numerous connections between them: the car of the mysterious dignitary,
the aeroplane writing "toffee" in the sky, a chance meeting with Peter
Walsh in the park, the ambulance carrying Septimus's body, and the
appearance of the Bradshaws at Clarisesa's party. There are more connections
than these: those of common experiences, thoughts, and imagery. Septimus's
peregrinations about London come to an end in the consul ting-room of Sir
William Bradshaw, the Harley Street psychiatrist. Like his own doctor
Holmes, Sir William is completely cut off from understanding, and makes
arrangements for Septimus to go to a mental home. Back in their own room,
Septimus has a moment of ‘sanity: Then Holmes appears, and Septimus leaps
down from his window on to the area railings.

In the same way as the plot may be summarised in terms of time,
it may also be explained in terms of the double life of objects or ''the
inner and the ocuter'. In my last chapter, I related Virginia Woolf's use -
of symbolism to this double life the object leads: its existence as itself,
and its associations for others. VWhat she wanted her use of symbols to -
resemble was the "symbolic power'" of Aeschylus: "By the bold and running -
use of metaphor he will amplify and give us, not the -thing itself, but
. the reverberation and reflection which, taken into his mind, the thing
had made; close enough to the original to illlustrate it, remote enough
to heighten, enlarge and make splendid"..uh'

Virginia Woolf has used the present novel to explére this -
difference between content and meaning. Mrs. Dalloway's own dilemma,
that her outward pose does not express her inner reality, is parodied by
the two other group-symbols, the mysterious car and the prime minister
himself. The car, which has such an enormous effect as it passes, blinds
drawn, through London, is really something comic, because no-one ever

sees who or_ﬁhat is inside it - it may only be a royal chambermaid

Lk, '@@ Not Knowing Greek', Collected Essays I, 7-8.
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delivering a message or.a poodle being taken to the trimmer - and when it
passes through the gates'into Buckingham Palace the. crowd who have

gathered to clieer it all have their attention diverted by tle aeroplane

at the crucial moment, and fail to do‘so.-hs' Another comic touch is

added on the appearance of the revered prime minister himself at Clarissa's
party. He, too, is all symbol, all exterior: an object ﬁot-;xpressing

ite content.

One couldn't laugh at him. He looked so ordinarys You might
have stood him behind a counter and bought biscuits - poor
chap all rigged up in gold lace... they all knew, felt to

the marrow of their bones, this majesty passing; this symbol
of what they stood for, English society. 46.

On the first page, in memory we meet Peter Walsh and know where
he stands: "I prefer men to camliflowers", he says. He prefers the
substance to the object, the symbol., Miss Kilmen, Clarissa's enemy,
seeks, as her name suggests. to_reduce the infinite possibility of human
personality  to one thing: she seeks to-make men irnto objects. It is not
her Clarissa hates but '"the idea of her": '"one of these spectres who
stand astride us and suck up half our life-blood, dominators and
tyrants". 47 .

‘They are hateful for one reason: they judge. Society delivers
Judgment. It decides what it considers right and what it considers wrong,
and imposes its coﬁmunal beliefs on its individual members., In criticising

social morality, Mrs: Dalloway is unique because it brings us close to

Virginia Woolf's own attitude to morality. Rezia, Septimus's wife,
becomes her mouthpiece here, and-gains greatly in dignity and personal
stature by doing so. Holmes, Bradshaw and Co. were "meﬁ who made ten
thousand a year and talked of proportion; who differed in their verdicts
(for Holmes said one thing; Bradshaw another), yet judges they-ere; who
mixed the vision and the sideboard; saw nothing clear, yet ruled, yet
inflicteds Over them she triumphed'l. 48,

The trutﬂ is vhat Septimus himself proclaims it to be in his

delirium: that there is no crime. '"Why seek truths and deliver messages',

45, D., 2k
L6, D., 189 (190).
k7. De, 15

48, D., 163 (164).
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he asks himself, "when Rezia sat sticking pins into the front of her
dress, and Mrs. Peters was in Hull?" 494 Morality is superfluous.
Existence is enough. Life, Bond Street, "That is all",-so‘ Clarissa
says to herself, and the only sins are sins against life: the desire
to turn people into objects. This Clarissa refuses to do: '"She would .
not say of anyone in the world now that they were this or were that'. 28
This is why Clarissa hates not Kilman the person but Kilman the "idea":
through her conversion ehe has allowed herself to-become one things In
other words, she has made herself ait object. It is because they have
sensed that Mrs. Woolf holds these views that the critics who keep
Ymeasuring-rods up their sleeves" have rejected her work as lacking
moral feeling and social responsibility. They have accused her of-
"aestheticism', but it is not because of her feeling for art but because
of her feeling for humanity that Mrs. Woolf holds-her opinions. In-
Mrs. Dalloway society and humanity become opposede )

Here we have another connection - perhéps the most-important -
between Mrs. Dalloway and Jacob's Room. The earlier work centred

round the notion of "solid objects"; this novel examines critically

those who confuse '"the vision and the sideboard'': those people who
become objectss Also it examines, as with the car, the Prime Minister,
the unknown woman Peter follows, and Clarissa herself, the associations
with which we surround such objects. ' '
The thematic coherence of Mrs. Dalloway becomes evident only
if it is remembered that it is part of what I have called a philosophy

about communication: communication is Virginia Woolf's main concern.

Septimus, once again:

So there was a man outside; Evans presumably; and the roses,
which Rezia said were half dead, had been picked by him in
the fields of Greece. Communication is health; communication’
is happiness, Communication, he muttered. 52. :

‘Here is the heart of the tragedy of Clarissa and Septimus.
Imprisoned inside her social facade, her public role, isolated from the
encroachment of a philistine society, but also from love, Clarissa has
49, D., 157 (158).
wi Do' 13.

51; Da.; 10
52¢ De, 103-104. .
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lost the ability to communicate. She has become so used to fleeing,

that she has lost sympathetic touch with her pursuers. Similarly;

Septimus is cut off. from other people by his lack of feeliﬁg, far more

evidently: this is vwhere his madness comes frbm; "That was the doom

pronounced in Milan when he came into the room and saw them cutting

out buckram shapes with their scissors; to be alone for ever' 3.

Pathetically, when he is in front of Bradshaw's desk, he is tempted to

present his "message"”: "Buf if he confessed? If he communicated?-

Would they let him off then, Holmes, Bradshaw?" She For both of them,

the theme moves forward to Mrs. Dalloway's realisation in the ante-

room. 'Death was an attempt to communicate. 3.
The unity of the book is also maintained through the prose.

As a singlé example, there is the correspondence between the much-

quoted scené where Mrs. Dalloway is sewing her green dress and the

state of Septimus, some hundred pages later, shortly before his death.

In the earlier passage, Clarissa likens her sewing to the motion of waves.

her needle, drawing the silk smoothly to her gentle pause,
collected the green folds together and attached -them very
lightly to the belt. So on a summer's day waves collect,
overbalance and fall; and the whole world seems to be
saying 'that is all' more and more ponderously, until
even the heart in the body vwhich lies in the sun on the
beach says too, that is all., Fear no more, says -the
heart, committing its burden to some sea, which sighs
collectively for all sorrows, and renews, begins, collects,
lets fall. And the body alone listens.to the passing bee;

. the wave breaking; the dog barklng, far away barking and
barking. 56.

Like Rachel in The Voyage Out Septlmus feels himself "floatzng
on the top of the waves, whlle far away on shore he heard dogs barking and

barking far away. Fear no more, says the heart in the body, fear no

moreM, 20° - o '
l The extended metaphor in the passage ebove works successfully

becanse it is related to Virg1n1a Woolf's spe01e1 1magery and preoccupatlons.

But th1s pseudo—Homerlc ornamentatlon does not always succeed. I find

53¢ De, 160,

Sht,. D., 109. :

55e. D., 202. (204). _

56. D., 4445, R.A. Brower in The Fields of light makes a detailed
Study of the-novel's metaphorlc structure.

57« De, 15k
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this is one of the flaws in Mrs. Dallqggz when Mrs. Wbolf's 1magery is

un1nsp1red, it draws copiously upon the most trite sources of Romantic
stock 1magery. For this reason (to use her own method) her ‘essays may
often leave one with a feeling somethlng like the travel effects of a
rapid and undﬁlétiﬂg scenic railway. Mrs. Dalloway suffers from the
periodic straining of her poetlc faculty.

The other drawback of the book she was aware of herself and
recorded this of her heroine in her diary: "I think some distate for
hér persisted. Yet, again, that was true to my feeling for Kitty and
one‘must dislike people in art without it mattering,'unléss indeed it
is true that certain characters detract from the importance of what

58.

many readers to Clarissa herself that they become less amenable than

happens to them', It is due to an eqplvocal;ty in the reactions of
Mrs. Woolf intended to the heroine's point of view.

So far we have understood this book as being about the
predicament of a particular person-at a particular time. But there is
a further element which gives it some degree dj.ﬁniveréality. This is
that both Clarissa and Septimus must be thoughf of.as artiéts.

" 7 When we first meet Clarissa, we find that her reaction to life
is much like that of the artist: '"Heaven onlj knows'why one loves it so,
how one sees it so; making it up, building it round one, tumbling it,
creating it every moment afresh".:59' We learn that she is part of the
procession of public lifé, since her ancestors were courtiers in the time
of the Georges. Thus, that night she too was going to celebrate life wi-
thin this tradition, she was going to "kindle and illuminate" 60e o -
giving her party. For Clarissa, her party is her psrsonal work of art.
It is "her gift. Nothing else had she of the slightest importance;

61.

could not think, write, even play the piano." Clarissa collects

and orders people into an artistic "form" much as a novelist does with

her characters.

58. A Writer's Diary, 79.
59'. D.’ 6. '

603 Do’ e

61. D., 135.
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Here was So-and-so in South Kensington; someone up in
Bayswater; somebody else, say, in Mayfair. And she felt
quite continuously a sense of their existence ... and
she felt if only they could be brought together; so she
did it. And it was an offering; to comblne, to create;
but to whom? 62. :

This is in curious contrast to the Clarissa who feels "alone
for ever" and who had '"gone up into the tower alone and left them
‘blackberrying in the sun" 63': the introspective, isolated Clarissa.

Septimus, too, is an artist. He once wrote .poetry,. and is
sometimes described as a Christ-figure.sg' Like Clarissa he has "moments",
but-they strike him with an almost horrific force, as on the occasion he
sees a representation of the metaphysical forming pattern on the blinds
of the dignitary's car: "upon them a curious pattern like a tree,

Septiius thought, and this gradual drawing togg;her of everything into

one centre before his eyes ... terrified him." He, too, makes a "forﬁ",
which corresponds-to Clarissa's'party", shortly before his. suicide: he
decorates Mrs. Peter's hat for Rezia: 'Never ‘had he done anything which
made him feél so proud. It was so real, it was so ‘substantial, Mrs.
Peter's hat." é6. . .

So this is not merely the'alienation of the individual, it is
also a parable of the alienation of the artist within his society. -

Septimus climbs onto-the windowsill of his Bloomsbury flat;
finds "the sun hot"; "Only human beings?" he asks himself. This simple
question can be read with .several vari&tiqns of meaning, it will be found,
all of them significant. Then he throws himself to his death on the area
railings ('"railings" which once obscured the "ghost" of hi: dead ‘friend
Evans) with the symbolic words "I'll give it youl" 67.

At the party, Peter Walsh, watchlng Clarissa, is moved to think
that she looks as if she must in a moment leave the world saltogether;
"being on the very verge and rim of things, and take her leave.! =~
She goes for a moment into the ante-room where she can be alone, and in
fact her time in there = in a way her Gethsemane - is so connected by

62, D. 135 (134-135).
630 DO’ 57 (53).

6k, D., 29,

65. D., 18..

66. 2.' 159.

67. D., 164 (165).
68. D., 191 (192).
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imagery with Septimus's suicide that it in fact forms:thé_counterpart
for this suicide in her own life. "Bﬁt'Mrs.'Dailowag;returns.from the
room, the Messiah-figure, Septimus, resurrected in her. He lives on
in her. Mrs. Dalloway and Septimus are, as Virginia Woolf has told us,
"one and the same person'.

Clarissa's moment in the room is sufficiently intricate and
vital to the book to warrant' examination. First of all, Clarissa
' recalls the image of throwing a shilling into the Serpentine - the-
widening ripples of individual consciousness in others - and she
realizes thét Septimus, .too, had "thrown it away'.

A thing there was that mattered; a thing, wreathed about
with chatter, defaced, obscured in her own life, let drop
every day in corruption, lies, chatter. This he had

- preserved. K Death was defiance. Death was an attempt to -
communicate, people feeling the impossibility of reaching
the centre which, mystically, evaded them; closehess drew
apart; rapture faded; one was alone., There was an -
embracé in death.

But this young man had killed himself - had he
plunged holding his treasure? "If it were now to die,-
'twere ‘now to be most happy', she had said to herself
once, coming down, in white. 69.

Like Richardson's Clarissa, Mrs, Dalloway is alone in a male-
dominated external, conventlonal, 'public’ enﬂlronment.' The counterpart
of the brothel in her own life is the world of society and politics; her
other self, Seﬁtimué, is "raped" by that society, yet like herself and
Richardsonfs héroine, somehow remains'superidr to it all; and thus gains °
the victory, because of what he retains. However, in the immediate
circumstances of the novel, the treasure, the form, Mrs. Peter's hat, is
what Mrs. Dalloway is referring to, the counterpart of the gift of the
party in her own life.- - . '

the words came to her, Fear no more the heat of the sun.
- She must go back to them. But what an extraordinary night!

She felt somehow very like him -~ the young man who had
killed himself. She felt glad that he had done it; thrown'it
away while they went on living. The clock was striking. The
leaden circles dissolved in the air. But she must go back.

© She must find Sally and Peter. And she came in from the

* little room., 70,

69. Di, 202-203 (204)
70. D., 2042205 (206).
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She goes back now to "assemble", to create. She goes back,
too, to other people: Sally and Peter. The sentence "For there she
was" vhich closes the book, refers not only to herself, but to her

""place''s her position, her society.



1359

The sun had risen to its full height. It was no longer
half seen and guessed at, from hints and gleams. (W., 105).
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CHAPTER V.

None of Virginia Woolf's other novels has the freedom of To The Lighthouse.
Mrs. Dalloway and the books which preceded it are self-consciously

experimental, and sometimes our attention is attracted more by the
technical novelties than by the purposes they serve. Here the technical
ease which the authoress has achieved over the years enables her to

endow an immensely complex artistic whole with great lucidity and
singleness. For my own part, I endorse Professor Blackstone's assessment:

By cutting out almost entirely the element of plot Virginia
Woolf has made possible for hérself an unparalleled depth of
psychological description. There is no more living
character in fiction that Mrs., Ramsay. Mr. Ramsay, Lily
Briscoe, Charles Tansley and the rest, down to Mrs. McNab,
are all given in the round; there are no two-dimensional
characters. And with all this, there are the riches of
thought, the exploration of points of view and the
consideration of ultimate issues, which never ... detach
themselves from the living framework of the book. To

read any ordinary novel after reading To the Lighthouse

is to feel oheself turning from the light of day into

the world of puppets and paste-board. l.

To the Lighthouse, published in 1927, is so precisely sculptured

that it must be close to meriting the description of - in an exact sense

of the word - the most "perfect'" novel in English., In so far as this
quality can be assessed at all, Jane Austen's works are its only counter-
part in technical perfection. Yét it is its fluidity which especiallj
distinguishes this novel from the others. On February 23rd, 1926,
Virginia Woolf notes that "I am now writing as fast and freely as I have
. written in the whole of my life; more so - 20 times more so - than any
novel yet oo« I now invent theories that fertility and fluency are the
things"._2°

Some critics feel that the fluency, clarity, and compactness
result from its being set on an island: this gives it the sort of
aesthetic isolation Roger Fry required in the artistic object. J.K.
Johnstone very pertinently comments that 'the spatial relations... do

1. Virginia Woolf: A Commentary, 128-9.
2. A Writer's Diary, ©&5.
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not depend in the least upon outside reference: the window, ... the
town, the bay, and the lighthouse exist within the novel in the way
that the streets and parks of. the West End do not exist in Mrs. Dallowqx."_3°

In the eqilier novel, Virginia Woolf attempted td.achigve timelessness

and visual immediacy by evoking places familiar in any age. Here the
action and landmarks are so exactly 'placed" within a circumscribed
area - the island -~ that theyacquire a solid imaginative existence,
instead of a merely derivative one. Whatever these various .factors
contribute, To the Lighthouse is Virginia Woolf's most important

achievement,

This éompactneSs - everything being contained within the
universe of this novel, and dependent on nothing outside it - is'a
direct result of Roger Fry's aesthetic theories. It is no wonder that
here is such an example of perfection, when the special creative method
used might itself be called ''practising perfection': the "every part in
some way reflecting the whole" of Roger Fry. '

Every work of art which one enjoys with complete aesthetic
apprehension becomes for the time being the spirit's
universe. No conscious reference to-anything outside the
work of art is relevant; we are absorbed and englobed- within
it. But in the interior of a great building this spiritual
isolation is happily symbolized and as it were incarnated by
our being physically shut off from all other life; .It is as
though when one looked at a picture one could enter into its
" space corporally as well as ideally. 4.

Within this circumscribed globe, of course, all bbjeéts live a
"double life'": they gain special associations for the characters and for
us by their "place™ in the novel's universe. This is part of the mystery
of the lighthouse: it has different meanings for different people in the
book. - But like Mrs. Ramsay whom one needed "fifty pairs of eyes' to see
round, ?' behind this diversity the lighthouse yet has a single essence,
the nature of which will shortly be explored. It is this method of
symbolism which has helped to éohfound\critics, who have been consiétently
inadequate in their attempts to attribute a meaning to the book's central
image.

3. The Bloomsbury Group, 348,
. e Roger Fry, quoted in J.K. Johnstone's The ‘Bloomsbury Group, 47-8.

5¢ Te L., 303 (2245 229).
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The elusiveness of the iighthouse - its meaning has never
been correctly defined - is strange in view of the novel's simplicity of
_purpose. In one of the most recent studies, that of Josephine Schaefer,
ghe writes that "The fact that Lily Briscoe is ap artist has very
little to do with the experience she undergoes ". é' -Misconceptions
like these are rife, and it is the .pursuit of the central symbol's
meaning. which must be the main subject of this study, for the full
extent of the remarkable unity of the novel becomes unintelligible without
it. ' '

The book has an unusual structure: it is divided into three
sections, "The Window", "Time Passes", "The Iighthouse". The first and
the last of these together extend over a period of hours in the lives of
a family, the Ramsays, and of a number of guests at their holiday home
in the Hebrides. . Together the parts compose a complete day: afternoon
and evening in the first séction, morning in the last, with the middle
section apparently representing "night". However, this night is ten
years long: the two ma;n parts are separated by the first world war; and
in '"The Lighthouse" most of the people reassemble in honour of Mrs,.
Ramsay, who hds died in the interim. _ _

"The Window'" and "The Lighfhouse", as their names suggest,
reflect one another. The last section refers back to the first in many
wayse. It is as if the spatial distance between the lighthouse in the bay
and the Ramsays' living-room window has been reconstituted in terms of
time. In the first part there are six guests at the holiday home: Lily
Briscoe, an artist; Augustus Carmichael, an elderly man of letters who .
takes opium; Charles Tansley, an ambitious - and by and large unpleasant -
young academic; Minta Doyle and Paul Rayley, a joung couple who become
engaged in the course of the afternoon; and William Bankes, a middle-aged
widower, a scientist, Ramsay hiﬁself, the host, is a noted .philosopher
without genius, while Mrs. Ramsay is the person around vhom the guests
and the eight children revolve., The first section draws to an end with
the company gathered at an evening meal, the candles lit.

6. Jbgephine O'Brien Schaefer, The Novels of Virginia Woolf, 133.
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In the second long section Iily and Augustus Carmichael return
to the island with Mr. Ramsay, and two of the children, James and Cam.
The Ramsays complete a sailing trip to the lighthouse, projected by Mrs.
Ramsay in the earlier part, while Lily finishes off a painting begun
yéars before. Beneath the surface of these outwardly undramatic events,
'the real issues and.tensions develop and resolve themselves.

This psychological method, where the outwardly conventional
phrase or action is seen to set up growing ripples of implication in
different minds, rather like the '"leaden circles" produced by the bells
in Mrs. Dalloway, has its dangers. In her diary, Virginia Woolf wonders:
"don't I.run the risk of falling into -the flatness of Ni & D.? Have I
got the power needed if quiet is not to become insipid?" 7 ‘But a year

later, on .November 23rd, 1926, as she brings the novel to a close, she
feels that Mit is easily the best of my books: fuller than J.'s R. and
less spasmodic, occupied with more interesting things-than Mrse. D., and
not complicated with ‘all that desperate -accompaniment of madness. It is
freer and subtler, I think," 8 '
Once again, her conception of the book grew in the process of
writing. On May 14, 1925, she records her original idea: "This is going
to bé fairly short; to have father's charactér done complete in it; and
mother's; and St. Ives; and childhood; and all the usual things I try to
put in - life, death, etc.” 9*  sne thought the book not so much a movel
as an "Elegy' and on one of its many levels it may be considered
biographical: the Ramsays, like Mr. and Mrs. Ambrose in The Voyage Out,
are based on Virginia's mother, Julia, and her father, Sir Lesiie Stephen.

The house and the lighthouse are composed out of childhood memories of
Talland House in St. Ives, where the Stephens went to spend their summer
holidays; the lighthouse is the Godrevey light. About this plam; too,
Virginia had her doubts: '"But this theme may be sentimental; father and
mother and child in the garden; the death; the sail to the Lighthouse." 1.

7o A Writer's Diary, 8l.
8. Op. cit., 102,

9. ﬂo CIto, 76.

10. o OP. Clto, 80.

11. Ibld.



140,

In fact, To the Lighthouse is the least sentimental to the outsider of all

Mrs. Woolf's books. Some consciousness of misapplied emotion does arise

in her works, principally when shée universalizes a particular situation, .
sees it as part of all life and all history, but somehow momentarily
loses sight of the individuality of the unique instance at the same time:
Prue Ramsay, the damghter, for example, watching Paul and Minta in love,
has:"some anticipation of happiness reflected in her, as if the .sun of
the love of men and women rose over the rim of the tablecloth, and without

12. - To see men

knowing what it was she bent towards it and greeted it.'".
and women as expressing history, as acting out. their universal essences,
is part of ﬁré. Woolf's own vision, and in this example. the method works.
Yet I sense that this is somehow a reduction not only of Prue, but of
Paul and Minta as well. Though to be fair, here this is only a minor and
transient discomfort. Also, the figure is in fact presented as part of
Mrs. Ramsay's stream of consciousness, and it is her nature to see Paul
and Minta more as universal essentes of man and woman who must "marry,
marry", than as real individuals., The flaws in this sort of idealization
are successfully shown by the way Paul and Minta's marriage fails after
Mrs. Ramsay's death, Does not Mrs. Ramsay after all feel that ''she was
13+ 7o the Lighthouse is the least

sentimental of Mrs. Woolf's books in this sense, for it is the one

on one side, and life was on another'"?

founded most in concrete individuality.
Many critics oppose the critical method which, like Sir Leslie
Stephen's, makes use of biography in explaining aspects of a novel, and
they have coined a Moore-ish term for what they dislike: "the genetic
- fallacy". But it is necessary to make use of what we know of the lives
of Mrs, Woolf's family in considering To the Lighthouse, for, as the

diary indicates, reference to the lives of the. real people are intended
to form one strand of the novel itself, just as the historical background
and personality of Victoria Sackville-West was to form one strand of .
Orlando. As has already been indicated, the book is about art on one
side and living on .another. It is thus only appropriate that reference

12, T. Li, 169-170 (126; 128).
13. 20 IL" 95 (69; 69)-
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to historical.life itself should be seen to constitute one strand of
- To the Lighthouse. For Virginia Woolf, a life poséd the same problem:

as art: it was to be formed, however unsuccessfully, against the haphazard
nature of fate, just as literature .was to -be formed against the
intransigence of words. As we shall see, the discovery of To the
Lighthouse is that the two states, life and art, are no longer anti-
pathetical. .

Not only Mr. and Mrs. Ramsay and their relationship, but the
family itself, seem based on Virginia Woolf's childhood experiences. Prue
Ramsay, for example, who dies after childbirth, would appear to be modelled
after her step-sister Stella Duckworth, who was married in April and died
in July 1897. That the Ramsays are Mr. and Mrs. Stephen has already been
mentioned. Leonard Woolf, who met Sir Leslie, has some misgivings
though about the accuracy of his portrait in To the Lighthouse:

Mr. Ramsey (sic) is a pretty good fictional portrait of
7Leslie Stephen - and yet there are traces of unfairness
to Stephen in Ramsay:. Leslie Stephen must have been in
many ways an exasperating man within the family and he
exasperated his daughters, particularly Vanessa, But I
think they exaggerated his exactingness and sentimentality
and, in memory, were habitually rather unfair to him owing
to a complicated variety of the Oedipus complex. 1l

Névertheless, there is no doubt that Mr. Ramsay does exhibit
many of the characteristics of his counterpart in life, and these were no

less unusual than they appear in fiction. For instance, as Mrs. Woolf
records of her father, "both 'utter trash', as he called it, and the most
sublime words of Milton and Wordsworth, stuck in his memory, and the act

15. no matter

of walking or climbing seemed to inspire him to recite",
where he was, He shares this eccentric habit with Mr, Ramsay. She felt

that writing in To the Lighthouse abgﬁﬁ her parents somehow Maid them.

in her mind", the influence pf these two strong personalities having
versisted for her: "I believe this to be true -. that I was obsessed by
them both, unhealthily; and writing of them was a necessary act." Had
her father lived, she félt, in 1928,."His life would have entirely ended

mine', 16.

14, Sowing, 182. . ‘
15. ‘'Leslie Stephen', Collected Essays IV, 76-77.
16. A Vriter's Diary, 138.
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Mrs. Ramsay must be considered an accurate likeness of Virginia's
mother, -When her_sister,-VhﬁesSa, read the book on its publication, she
said it was "an amazing portrait of mother; a supreme portrait painter;
has lived in it; found the rising of the dead almost painful,." 17. It is
part of the astonishing strength of this novel that.it exiéts s0
conv1nclng1y on so many different levels.

Mr. Ramsay's voyage to the llghthouse in honour of his dead
wife corresponds to a spiritual journey Leslie Stephen-undertqok in life,
Quentin -Bell, the authoress's nephew, has recently helped to indicate
some of the issues underlying this journey. The impression handed down
to him .of Mrs._Stephen was that "She was, in short, a saint and because
of this one cannot quite believe in her." Commenting-on the resemblance
between Julia's style and that of her daughter Vifginia, Quentin Bell
thinks "she may have transmitted somethirg else - a whole cohception of
life which was to be of enormous importance -to her children." This
springs from the fact that the Jackson family, to which Mrs. Stephen has
belonged, were interested not only in the.intellect but the senses.
"Cambridge lived for and by ideas ... But Julia Jackson was fimiliar
with - was-indeed largely brought up in - the world of Little Holland House."

Hers was a society e.e in vhich the habit of intellectual
analysis +.. on which Stephen and his friends relied, was
replaced by a reliance on intuition, a delight in sensuous
form and a respect for emotional candour. Stephen's
children inherited both these dispositions; but sentimentally
they were attracted to their motheris side of the family.
They came presently to reject the previous generation as a
whole§ but their revolt was twofold. When Leslie Stephen
died and his children moved to Bloomsbury they brought with
them not only a set of intellectual ideas against which

they reacted under the influence of G.E. Moore, but also a
set of aesthetlc ideas against which they reacted under the
influence of Cézanne. It was this duality of interest which.
gave Bloomsbury its particular character. The Mausoleum
Book is of interest ... because it reveals. the force with
which a remarkable personality encountered Stephen and lived
on in the consciousness of the next generation. 18.

17. ﬂ. cit. 9 107.
18; Quentin Bell, 'The Mausoleum Book', A Review of English Literature,
’ VI 1965 [ ] 17-18. . B
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It may be the very real presence in'Virginia-Wbolf'
intellectual makeup of these two elements that enables her thought to be
compared with that of a phllosopher so unlike G.E. Moore, the 1dea115t
F.He Bradley.. The subject of the reference above, The Mausoleum Book
itself, was a journal kept by Leslie Stephen towards the end of his life,
and it was intended to be read to his children after his death. It is

unpubllshed, and in quotlng from it, I am making use of parts repeated
by Desmond MacCarthy, himself a member of "inner Bloomsbury', in a
lecture delivered at Cambrldge in 1937. How much of Mr. Eamsay, a Mr. ..
Ramsay who has in later 11fe come to terms with the opposed elements of
“his deceased wife's personallty, who has'in this sense made his Journey
to the llghthouse, there is in thlS-

I used, I must confess, and sometimes I confessed to her the
truth, to exaggerate my self-humiliation in-order to extract’
from her some of her delicious complimentse... though she
knew that I was "fishing for compliments", she would not

© find it in her heart to refuse them. Again and again she
has told me that it was unworthy of me to complain of want of
popular success ..o This suggests to me one more remark see
Had I fully succeeded and surpassed all my contemporaries in
my own line, vwhat should I have done? I should have written
a book or two which might be read by my contemporaries and
perhaps by the next generation, and whi¢h would have
survived so long because they expressed thoughts which were
more or less common to thousands of .people, many of them
often a little less able than myself. Now I say, advisedly,
that I do not think such an achievement as valuable as herse. 19.

26

Strachey made his name with- hls uncompllmentary blographles of
'Victorlan personalities, and. Bloomsbury v1ewed its parents' generation
with sarcasme To Virginia Woolf, especlally as she grew older, although
the previous generation wére so much "less complex" than the people of
the "twentlee" they had a kind of monumentality: they somehow, 1n their
simple way, embodied things, human relations, as. they ought to be.
Although the mute questioning of deference and ch1valry, of the Bank of
 Bngland and the Indian Empire, of ringed fingers and lace, is present
already in the minds of the young Ramsays, ''to them all there was something

19. Desmond Maccerthy; Leslie Stephen,zh0-42;
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in this of the essence of beauty". 20. In December, 1940, Mrs. Woolf
writes in her diary:

How beautiful they were, these old people - I mean father and -
mother - how simple, how clear, how untroubled.s I have been
dipping into old letters and father's memoirs. He loved her:
oh and was so candid and reasonable and transparent. How
serene, and gay even, their life reads to me ... . And so0
human - with the c¢hildren and the little hum and song of the
myrsery <.. nothing turbulent;. noth1ng involved; no
introspection. 2l..

Mr, and Mrs. Ramsay have somethlng of a monumental quallty
about them, for. this reason. Personality, even the sexes, have become
coﬁfused in the thoroughly "modern" self, but in their simple way the
two central figures of this book seem to live in an archetypal age:

Mr, Ramsay is for'Virginia Woolf the personification of masculinity;
Mrs. Remsay is the essential female.

Mrs., Woolf believed that, on the.mental plane, there were
characteristics that could be called essentlally male, and those _
essentially female, Posse551on of a predominantly male or predomlnantly
female mentality was a gact not necessarily determined by physical
gender. She believed that the artist, especially, must stand midway
between the two poles of sexuality,. for it was his function, as we learn

from BetWeen the Acts, to enable people to become their opposite: to

experience the full possibilities of personality through art. Literature,
she felt, ought to be.the freest medium of communication; it ought to
allo%beople to escape the restrictions.of their individual imposed
identities and to become for the moment. part of the wealth of personality
which 1iteratﬁre presents, irrespective of the boundaries of sex, Her
theory of the androgengg;;yzf’fﬁé artist is the basis of her extended
essay, A Room of One's Own. It finds artistic expression in the changes

of sex which Orlando undergoes. . :

But for Virginia Woolf, her father and mother, free of the
confusions into which the modern age had plunged people, somehow typlfied
the ideal male and the ideal female., The characteristies‘of the male were

20. T. L., 16 (9, 7.
21, A Writer's D1ary, 360,

a




145,

~ objectivity: a respect for facts, for "truth", for the powers of the
logical intellect. His was the externai world, but his personality and
thus the society he supported were essentially egotistical. Self-seeking
meant "verticality", a cbmpetitive social structure, and this is why the

thesis - to many idiosyncratic - of the later treatise Three Cuineas

identifies the rise of fascism with a surfeit of masculinity,

It is-in her explanation of the essentially feminine psyche
that Mrs. Woolf is most interesting. A woman represents subjectivity,
she claims: she is secretive, intuitivg, and sympathetic. Not confined
to the self, she is able to extend herself to pther people; where the man
is politically "wverticall, she is "hofizbn?al", Representing receptivity,
sensitivity and emotion ratyer than externa; action, the female mind is
in far greater contact;with the world and its processes of growth and
decay than the male, who_analyzes experience with his intellect; can
hope to be. The male mind "learns", the female "knows". Analysis, a
breaking-ﬁp of the universe into its separate elements, is a male
characteristic, whéreas creativity, form-giving, and an intuitive -
recognition of the indivisible "ho@ogeneity" of the universe are female
propensities. _ - B

But although Mrs. Woolf is attempting to break with the
tradition of masculine "externmality" in the novel, she believes, as we
shall see in the next chéptef,'that the most fertile art can only be
produced by the truly "androgynous' mind: that which combines the two
elements in the most successful fusion.

Mrs. Ramsay exemplifies this; She recognizes the value not only
"of the female, but also of fhe male world. This is why she is continually
exhorting people to 'marry, marry". She knows that it is only in
relationship between sexes that true sexual nature can be expressed and
fulfilled, Part of the meaning of Mr. Ramsay's journey to the lighthouse
is his recognition of the necessity for this relationship, in the inner,
as well as the outer, life. In going to the lighthouse he écquiesces at
last, like Leslie Stephen, to the value of the female nature, which he has
in'certain ways tendeq previously to disparage.
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. The six guests at the holiday house each occupy differing
places on the sexual spectrum, amnd éo help to show up the central
characters in different ways. Charles Tansley'. for example, disparages
women's achievements; he fiéidely represents the most extreme kind of
masculinity. Lily Briscoe, the artist; is his opposite on the female
side of the scale: she is a confirmed spinster,'anq experiences but
suffocates pangs of physical emotion for Mrs. Ramsay. The final '
section, where she finishes her picture on the mainland while Mr. Ramsay
sails to the lighthouse, is as much a pefiod of étruggle with sexual
inadequacies for her as it is for Mr. Ramsay. The ghost;like appearance
of_Mrs; Ramsay on the steps, which enables her to complete the painting,
marks the resolution .of this struggle. This'ié why Lily can feel that she
has overcome the inability to give Mr. Ramsay sympathy, to direct events,
as Mrs. Ramsay would: "Whatever she haﬁ wanted to give him, when he left
her that morning, she had given him at last." 22'_ This gift is all the
more p01gn;i for being made in the complete absence of 1ts recipient.

To Virginia Woolf with her vision of a related world, separatlons.of

time or place or death .are all of them artificial. The recohciliation of
male and female which Mrs. Ramsay stands for, is illustrated in the image
in Lily's mind, '"the three of them . together", Mrs. Ramsay a little way in
front. 23 Mrs. Ramsay is the pair "united".. ,

Perhaps the most compact example in the book of the -archetypal
male~female relationship oecufs_early.in_the first section. Mrs. Ramsay
and her small son James both wish to sail to the lighthouse as planned
the next day, but Mr. Ramsay, with his male regard for factuality, asserts
that it will rain and the journey will be impossible. Mrs. Ramsay persists
in hoping it will be fine. Irritated, Rahsay shouts 'Damn you' at his
wife.. ‘She .is aghast at his capacity to.'pursue truth with such an
astonishing lack of consideration for other people's feelings'. 2he He
goes.out on to the verandah and recites '"Someone had ﬁlunQered", through

22, T..L., 319 (236; 2l+1):
23, T, L., 309 (2295 234),
2%, T L., 54 (38; 37). :
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subconscious prompting perhaﬁs, for his is the archetypal male "blunder"
- he neglects the feminine "sympathetic!" values.  "Outer' truth excludes
the :-"inner". But, strangely enough, Mrs. Ramsay reacts to his insult with
a certain degree of pleasure.

Then he said, Damn you. He said,. It must rain. He said, It
won't rain, and instantly a Heaven of security opened before
her. There was nobody she reverenced more, 25.

James, the child, however, bridles protectively, uhawa:e of his
mother's paradoxicglly positive séxual reaction. This serves not only..as.
an illustration of male-female antagonism in action, but also gives an
indication of the novel's psychological complexity. ‘

James himself provides our first instance of the masculine
intellect at work: we finhd him cutting ﬁictgres out of a magazine with .
scissors, while his mother imagines him playing an important part in 'public.

affairs', Already he seems to be dividing up a united universe with
his mind. On the same page we learn that Mr. Rahsa& was "incapable of
untruth; never tampered with a fact", irrespective of whom he hurt by it.
. This is in direct contrast to his wife's selflessness: she is knitting
for the lighthouse-keeper's boy, and is alwayé going on errands of mercy -
without fuss, as if her nature ordained it.

Charles Tansley, a disciple of Ramsay, has this same masculine
temperament in an exaggerated form. He keeps himself aloof from the
softening female influence. Mrs. Ramsay, try as she may, cannot help being
amised by him, When she talks about "waves mountains high'" he comments
that "it was a little rough." 27. There is no room for exaggeration in
his precise mind. His factuality and his ambition go together: they are
both kinds of isolation; one of the fact, the other of the individual,

By placing such emphasis on the external forms of a competitive world he
has no use for the "immer form" of art. He goes to art exhibitions and
asks people to admire his tie, Mrs. Ramsay suspects. 28.

Lily stands opposite Tansley on this spectrum. This-is brought
out especially at the evening meal, where she makes fun of him, He is
mdvedito:think: Mjomen made civilization impossible with all their 'charm',

25. To Ley 54=5 (38; 37).
26. 20 Eo' 12 (6; )'I').

27. I. L., 18 (57 g),
28. 20 Eo, 18 (10; 9)0
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all their silliness. 'No going to the lighthouse to-morrow, Mrs. Ramsay',
he said asserting himself," 29 '

We are acquainted with the characteristics of femininity at an
early stage, too. Mrs.zgamsay feels "she had the whole of the other sex

under her protection". She has an innate awareness of the world's
homogeneity, which men with their intellects disturb: even among her
children, "'Strife, divisions ... that they should begin so early, Mrs.
Ramsay deplored.' 3e . Her belief that in the house "Windows should be
open, and doors shut" is merely an external symptom of her belief in
receptivity and privacy. This female secretiveness (another form of
324 .
To Lily,

‘there reposed in the recesses of Mrs. Ramsay's soul "tablets bearing

chastity?) is shown in other ways: 'she was silent always''.

sacred inscriptions'", which, could they be deciphered, would "teach onme.
everything, but they would never be made public." 35.

' These separate sexual characteristics may be summarised by
means of an image: if we view consciousness as a wave in the sea, the
masculine part is whaf is visible to passing ships: the individual ﬁave
slicing alone into the air. The female part is the lower, inner part
which reaches down to connect the wave with the whole sea. A recognition
of the value of both is essential to a balanced personality, political
state, art or marriage, so Mrs. Woolf is saying.

It is Lily and Tansley'who represent female and male in
isolation; Mr. and Mrs. Ramsay étand for sexuality in fusion. There is
a particularly touching moment at the end of the first section, where the
couple are alone together in the late evening, and intuitive messages of
affection pass between them without their speaking. She Yet Mrs. Ramsay
is dominant, and the responsibility for the perfect ordering of the
marriage rests upon here.

At the same time, Mrs. Ramsay does not negelect the value of
the male intelligence, or of its majestic logical structures which in their
own way provide the world with securitys

29. T. L., 134 (993 99-100).
2 T, I., 15 (8382
31‘. To .-I:.’ 19 (11; 9).

32, To L., 49, also 82 (33-34, also 59-60; 32-33 also p.59).

‘33, To L., 82 (59-60; 59).

34e Te Loy 189 (142-143; 143-144).
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she let it uphold her and sustain her, this admirable fabric
of the masculine intelligence, which ran up and dowm,
crossed this way and that, like iron girders. spanning the
svwaying fabric, upholding the world, sothat she could trust
herself to it utterly, even shut her eyes, or flicker them
for a moment, as a child staring up from its pillow winks
at the leaves of a tree. 35.

Yet the-patterns provided by philosophy and society rest on
contingencies, we feel here: it is the form given by affection ahd by
art - the female activities -~ ﬁhich are the surest rock. Mr. Ramsay is
often troubled by the feeling that he would have made greater discoveries
had he not been married; but he never rejects marriage. His admiration
for a hen and her covey of little chicks, while on a walking tour as a
young man, symbolised this need to William Bankes who was with him at.
the time. ” ° Bankes recognizes that sexuality has intervened amnd éut. . .
off their friendship, the mere association of man and man.

There is throughout To the Lighthouse a tacit recognition of

the primitiveness of all human action: a recognition that even Mr. Ramsay's
sophisticated philoeophy is the counterpart of the hunt, and that Mrs.
Ramsay's care with the children has its origins in the primaeval swamp.
Mr. Remsay, in the famous section where he tries to reach'R on the linear
alphabet of mental effort, is a counterpart of all the heroes of
physical exploratlon and adventure, as the similes which describe him
showe. 37. Logic, the authoress supposes, is an intensely masculine
preoccupat1on' no less so, and requiring qua11t1es cammensurate with,
Amazonian adventure and polar exploration.

This primitiveness is hlgh11ghted by the sexual symbollsm vhich
appears in To the Lighthouse for the first time, is present in Orlando,

and is a prominent feature of The Waves. Mrs. Ramsay is like a "rain of .
energy, a column of spray': "and into this delicious fecundity, this
fountain and spray of iife, the fatal sterility of the male plunged itself,
like a beak of brass, barren and bare.,'" This is not merely obvious

sexual symbolism: it is a reduction to an image of the essence, physical

35. Te Le, 164 (1223 .123-4) .
%6. T. L., 37 (25; 23).
37. T L., 5659 (4o-41; 39). .
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and spiritual, of the nature of man and of woman. James, the son, senses
the undercurrent biological skirmish, and antagonism rises in him against
Y'the arid scimiter of the mele, which smote mercilessly, again and again,

demanding sympathy." 38'
the voyage to the’ lighthouse, where he, too, overcomes his antagonism

The images are repeated in James's mind during -

and identifies with his father - the sort.of resolution his father makes
on a different level.

We come to understand what functlon Mrse. Ramsay serves, not.
only as a representatlve of her sex but as an arbiter between the sexes,
when she gathers the guests and her family together at_the.evenlng meal;

She forebore to look at Mr. Tansley. Nothing seemed.to have
merged. They all sat separate. And the whole of the effort
of merging and flowing and. creating rested on her. Again
she felt, as a fact without hostility, the sterility of men,
for if she did not do it nobody would do it, and so, giving
herself the little shake that one gives a watch that.has
stopped, the old familiar pulse began beating, as the watch.
begins ticking - one, two, three, one, two, three. And so
on and so on she repeated. 39.

I find something of a mystery about this sequence of three,.which
runs through To the lighthouses Mrs. Ramsay, looking out of the window
at.the light, remembers that "there rose to her lips always some
exclamation of triumph over life when things came together in this peace,
this rest, this eternity; and pausing there she:looked out to meet that
stroke of the lighthouse; the long steady stroke, the last of the three,

which was her stroke". In what way, one asks, is Mrs. Ramsay to be
identified with this last long beam? The.figure three is associated with
‘her elsewhere: in Lily Briscoe's picture, she is represented by "a
purple triangle!. David Daiches has discovered what he calls a colour
. he claims that Mr, Ramsay is until -

the end of the book associated with the colours red or brown, while

symbolism in To the Lighthouse:

Lily's colour is blue., Mrs. Ramsay's colour is a mixture of the two:
purple. But Daiches.attaches the wrong meahing to this symbolism,
influenced probably by his inaccurate interpretation of the lighthouse symbol..

380 To Ilo’ 62 (45, ""3""""). -
39. T. L., 130-131 (96; 97).
bo. T. L.; 100 (73; 73).
41, Virginia Woolf, 85.
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The likely explanation of this pattern of three is probably given by lily,
with her image of '"the three of them together", Mrs. Ramsay a little in
front: Mrs. Ramsay has a quality which brings together the male and the
female nature, Mr.‘Ramséy and Lily. She reconciles the opposites of
personality; advises young people fo "marry, marry''s After her vision,
her reconciliation with Mrs. (and Mr.) Ramsay, Lily éomplétes her picfure
by drawing 'a line there, in the centre'. k2.
This, we may assume, with slight risk of over-interpretation,
is one part of the lighthouse's meaning: it is a solid object, having a
"Qouble life", It is both simply itself, a truth symbol, and also by its
association with Mrs. Ramsay it comes to 'be ideﬁtified with her and with
her function. Its three beams suggest the reconciliation of the opposites
of personality, of subjectivity and objectivity, 43. of the inner and
the outer in art., Iily finds that when staying with the Ramsays she
feels violently two'opposite things at the same timej b at the end this
lesion is healed. The lighthouse, composed of both soiid matter and
surrounding light, is - like the bells and their "circles" in Mrs.
Dalloway = both fact and impact, object and association, It shines out
in the Night with the intermittent light of Day. Its light stands for
the fusion of two contradictions. We may interpret this "coming together"
as a kind.of "love'.

' To put this more simply, and more convincingly: in Night and
Day the light from the lighthouse sprang from the pair of united lovers;
in To the Lighthouse it seems to stem from an ideal fusion of the male
and female natures. The light from the lighthouse is the 'love" that
brings the two together. In a comparable way Paul Raylej rises up as a

symbol in Lily's memory:

Suddenly, as suddenly as a star slides in the sky, a reddish
light seemed to burn in her mind, covering Paul Rayley, issuing
from hime. It rose like a fire sent up in token of some
celebration by savages on a distant beach. U45. -

43, In a provocative essay 'The Waters of Annihilation: Double Vision in
. To the Lighthouse' (ELH, XXII, 1955, 61-79), Norman Friedman inter-
prets the reé¢iprocal relationship of windavand lighthouse as
. pointing to a thesis-antithesis-synthesis within the novel.
44, T. L., 159 (1185 119).
Ls, T. L., 270 (199, 203).
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But this is_noﬁ the only interpretation of the lighthouse
symbol, nor of the nature of love. M"Love had a thousand shapes', Lily
Briscoe reminds herself:

There might be lovers whose gift it was to chobse out the
elements of things and place them together and so, giving
them a wholeness not theirs in life, make of some scene,
or meeting of people (all now gone and separate), one of
those globed compascted things over which thought lingers,
and love plays. U6,

I have now examined two lower levels of the novel: %he
biOgrgphicalllevel, and that goncerning-the special relétionship of
Mr. and Mrs. Ramsay.' There still remains the most important secondary
level, tﬁat on which -the bulk of the novel depends. This is the one
which Lily hints at, the one springing from the real nature of the

" central image, the lighthouse itself. _ _

Since so much wasteful speculation has surrounded the meaning
of this particulér landmark, I hope to be forgiven if I am especiglly
scrupulous in my inquiry after it; but in these circumstances not-to
examine the subject thoroughly is to run tﬁe risk of being unconvincinge
Yet once this symbol is understood, its place i; the novel is. sufficiently
clear, and sufficiently explicit, for it to seem surprising that it has
remained a mystery ;t all.

A good method to start with would be to see what may be
learned about the lighthouse symbol from the previous novels, although
this must not serve as more than general guide to Virginia Woolf's use of
it in To the L;ghthouse. In her first novel, The Vbxage Out, there was

the murmur of those who remalned safely in a symbolic Britain, as they
pulled the bedclothes over them, that '"Thank Heaveﬁ, I'm not the man in
the lighthousel" 47 Symbolicallyg it seems to be the artist who is being
referred to. 'Then again, on page 145, there is Rachel's image of life aa
Yonly a llght passing over the surface:and van;sh1ng, as in time she would
vanish, though the furniture of the room would remain.! So here we infer
that life itself is like the area where the light beam falls. In Jacob's

ke, To L., 295-6 (218-219, 223).
b7, V. 0., 28.
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Room, where the lighthouse was openly mentioned it had no innate
symbolic value, but only gathered this from its context. We remember,
48, visible to the
pa551ng ships. In nght and Day, where the image appeared frequently,

however, the "light shining out above Cambridge',

it stood for "civilization" (p«30, p.418), for Katherine in her guise of
a centre of order and security, besieged.by Most birds" (pp. 417-419),
and for the union of Katherine and Raiph; as I indicated previously.
Thus we find the lighthouse and its beam used as asymbol of
the artist and of the iife of consciousness (The Voyage Out), knowledge .
(Jacob's Room), c1v1llzat1on, order, and love (Night and Day). If the
1lghthouse is a coherent symbol, then, to generalize these findings, its

characteristics are "life', which expresses its highest nature through

""knowledge", “ciyilization", and "art". This manner of.exéression is a
kind of "love". This is as yet perhaps not precise enough to afford us
much’ illumination into To the Lighthduse, and we shall go deeper into

the evidence presently, in corder to deterﬁine the common factor between
these things. In the meantime, there is a further eonsideration; given
us by Mrs. Ivemey in the short story 'The Searchllght" ""The light'

she added, gathering her things about her, 'only falls here and there '

Bearing 211 these clues in mind, and also that other 1mage of
Might': the "luminous- halo" of consciousness, we may now talke up Mrs.
Ivemey's hint, and start with an examination of Virginia Woolf's "moments
of vision"., The phrase "moments of vision" comes from'Hardy;-hoﬁever, we
mlght say that the nearest counterpart of these 'moments' in contemporary
fiction are Joyce's ''epiphanies!. The lighthouse beam, whlch "only falls
here and there" e - becomes a symbol for these momentse.:

Help in tackling ‘the meaning of this notion of the "moments of
vision" comes from a description of something similar in a source which
mst undoubtedly have been 1nf1uent1a1, even if at second-hand, in the
shaping of Virg1n1a Woolf's own: vision. As Whlter Allen notes of the

"Muminous halo" passage, it "echoes closely both in its p01nt of view

and in‘its language the passage in William James's Principles g{ szchologx

48, J. Re, 29 (29).
49, Virginia Woolf, A Haunted House, 106,
50. A Haunted .House, 106.
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in which the phrase "stream of consciousness", is first used", 2
There is also something of her own rhythm in this following extract from

The Principles of Psychology by William James.saf :

Once more take a look at the brain. We believe the brain to
be an organ whose internal equilibrium is always.in a state

of change, - the change affecting every part. The pulses of
change are doubtless more violent in one place than in another,
their rhythm more rapid at this time than at that. 4s in a
kaleidoscope revolving at a uniform rate, although the figures
are always rearranging themselves, there are instants during
which the transformation seems minute and interstitial and
almost absent, followed by others when it shoots with magical
rapidity, relatively stable forms thus alternating with.forms
we should not distinguish if seen again: so in the brain the
perpetual rearrangement must resiult in some forms of tension
lingering relatively long, whilst others simply come and .pass.
But if consciousness corresponds to the fact of rearrangement
1tself, why, if the rearrangement stop not, should the
consciousness ever cease?

Medially, Roger Fry in Vision and Design continues this train

of ideas:

Almost any turn of the kaleidoscope of nature may set up in.
the artist this detached and impassioned vision; the chaotic
and accidental conjunction of forms and colours begins to
crystallize into a harmony; and as this harmony becomes clear
to the artist, his actual vision becomes distorted by the
emphasis of the rhythm which has been set up within him ...
In such creative vision the objects as such tend to disappear,
to lose their separate unities, and to take their places as
so many bits in the whole mosaic of vision. 53

In Virginia Woolf's novels, likewise, the character1st1c of" the
moment of vision is a sudden Yerystallization', a drawlng-together about
a centre, a brief perceptlon of order in the flux and flow of impressions.
Peter Walsh in Mrs. Dalloway experiences "ong of them, a poment, in which
things came together" “ ° as he stands by a pillar-box; to the crazed
Septimus it was a terrify;;g "Yrawing-together éf everything into one

centre before his eyes'. To James, the child, on the first page of

To the Lighthouse, "even in earliest childhood any turn in the wheel of

sensation has the power to crystallize and transflx the moment"

51. Walter Allen, Tradition and Dream, 27.

5.20 Po 2""60

53« Roger Fry, Vlslon and Design, (1920).1961, p.48.
54 Doy 167 (16

550 20, 180 !
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It is the function of art, Virginia-Woolf believes, :to make
permanent the "moment', to isolate this "céming together!" in the chaos of
life, together with the sensation of "reality" it brings, and to transform
it into the artistic object. We remember Virginia Woolf's'hmanifesto" .

Examine for a moment an ordinary mind on an ordinary day. - The
mind receives a myriad impressions - trivial, fantastic, .
evanescent, or engraved with the sharpness of steel. From all
sides they come, an incessant shower of innumerable atoms; and
as they fall, as they shape. themselves into the life of Monday
or Tuesday, the accent falls differently from of 0ld ... Life
is not a series of gig-lamps symmetrically arranged; life is a
luminous halo, a semi-transparent envelope surroundihg us from
the beginning of consciousness to the end. 56.

If we return to the originator of the phrase ''stream of

- consciousness', William James:-and his belief that the mind works on the
data it receives "much as a sculptor works on a block of stone! 57', we
shall be brought, I believe, nearer to the meaning of the lighthouse:.

The artist notoriously selects his items, rejecting allaee.
vwhich do not harmonizee.. That unity... which gives to works
of art their supremacy over works of nature, is wholly due
to elimination. Any naturedl subject will do, if the artist
has wit enough to ... suppress all merely accidental items
which do not harmonize with this. 58.

We remember what Mrs. Woolf has said about the function of the’
novel in 'Phases of Fiction': its purpose was not td "amass details",
rather, she asks "can it also select? Can it symbolize?" (Collected
Essays II, 102). After the dinner party, Mrs. Ramsay steps out into the
garden for a"moment'': "She felt rather inclined just for a moment to
stand still after a1l that chatter, and pick out one particular thing; )
the thing that mattered; to detach it; separate it off; clean it of all .
. the emotions and odds a;g ends of things, and so hold-it -before her ..

11 L4

All must be in order. Anticipating our enquiry slightly, we begin
_to see that what Mrs. Ramsay is shaping, rather like a sculptor, is what
we have called '"the globe': the 'crystallized!" moment. She is.making it

into a "significant fogm", a work of art, and thus giving it permanence.

56 'Modern Fiction', Collected Essays II, 106.
57 Principles of Pszchologx 288,

580 @o c:.to, 28?. ’

59. T. L., ey 174 (129-1303 131)e - °
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Virginia Woolf's own creative process has been described for
us both by herself, and by E.M. Forster: "She 1iked receiving semsations,
- sights, sounds, taste§ - passing them through her mind, where they
encountered theories and memoriese.. They had to be combined, arranged,
emphasized here, eliminated there ... until out of the i£§ractions,
éomething, one thing, one, arose ... itself analagous to ;‘sensation". *
Virginia Woolf describes the effect on the artist's mind of a crowded day
in London: "After a hard day's work, trudging around, seeing all he can.e..
the writer becomes - if he can - unconscious ... Then, after a pause the
veil lifts; and there is thé thing - the thing he wants to write about -

simplified, composed." €L.

Mrs. Woolf's creative process is identical
to that Mrs, Ramsay émploys to shépe her "moment".

The faculty of ordering and patternlng human 11fe, of giving
it stablllty and security, Vlrglnla Woolf saw as an 1ntr1n51cally
"female" activity, not to be distinguished from art itself. This
patterning a "gatherihg together into one centre"; is usually emblemised
by some ordinary creative activity her heroines perform with their hands,
Helen's embroidery in The Voyage Out; Katherine knitting in Night and Day;
Mrs. Durrant wiﬁding wool in Jacob's Room; Mrs. Dalloway sewing her green

silk dress; all these are as much evidence of the same natural faculty as
Mrs. Ramsay's knitting is in To the Lighthouse.

Now we are in a position to understand unequivocally Mrs. Ramsay's -
function in the novel. She is an artist, and. her medium is life., " She
provides life with security, with meaning, with significant form. Lily
Briscoe, an artist in paint, recognizes this:

That woman resolved everything into simplicity; ... she
brought together this and that and then this, and. so. made
out of that miserable silliness and spite ... something -
this scene of the beach for example, this moment of
friendship and liking - which survived, after all these

years, complete, ..o and it stayed in the mind almost like
a work of art. 62,

60, Virginia Woolf, 7.
6l. ‘The Moment and Other Essays, London: Hogarth, 1960, 109-110.
62 Te L., 248=9 (182-183; 185§. )
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This activity is not only a kind of art; it is also a kind of
"love', Love,as we learned earlier from Lily, is a relation, not merely -
of people, but of things. To see the world '"through the eyes of love"
as Iily does 3s is to see the world come together, Mrs. Woolf shows us.
It is, in fact, :to have a vision of a homogeneous universe. Looking at
Mr. and Mrs. Ramsay in this way, Lily sees "The sky stuck to them; the
birds sang through them':

Directly one looked up and saw -them, what she called '"being
in love" flooded them. They became part of that unreal but
penetrating and exciting universe which is the world seen
through the eyes of love. The sky stuck to them; the birds
sang though them. And, what was even more exciting, she
felt, tooes. how life, from being made up of little separate
incidents which one lived one by one, became curled and
whole like a wave which bore one up with it and threw one
down with it, there, with a dash on the beach. 63,

Mrs., Ramsay's activity is to give the world pattern. To ILily,
this is an act of "love", just as is her painting. The ordering beam from
the lighthouse, then, is "love", interpreted in this way.

' I shall repeat here Lily's new description of the activiﬁy of ~
love, giﬁen'at the beginning of this section: it might"choose out the
elements of things and place them together and so, giving them a wholeness
not theirs in life, make of some scene, or medlng of people (all now

gone and separatd, one of those globed, compacted things" (p.295-6).

""Order' and ''pattern" are'éspects of "eivilization", as well,
This becomes clear if we examine the way in which Mrs. Woolf envisaged
civilkzation when she wrote of it irn abstract terms. Our instancée is
provided by Jinny in The Waves, as she marches along a street in triumphal
procession with ﬁer fellow citdewellers: "They-ére better than éavages
in loin-cloths, and women whose hair is dank, whose long breasts sag, with
children tugging at their long breasts. These broad thoroughfares -
Piccadilly -South, Piccadilly North, Regent Street and the Haymarket -
are sanded paths of victory driven through the Jungle"sk Thus
civilization is also tantamount to an "ordering of chaos" for Virginia

Woolf, we may saye.

63e Te Loy 76 (555 54).
6ke W., 138 (166).
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I began this purposely oblique path towards the lighthouse by
determining five functions for the lighthouse:from the previous novels:.
"Tove', "life";‘"civilization", "cnowledge'" and "art". It must now be
clear that the connection between them is "order", :"pattern"., "Life"
itself - as William James has stated - is an endless ordering. This
activify expresses itself outwardly, first of all, in "civilization"
ordered out of the primitive jungle. '"Knowledge', a patterning of
experience, is a precondition of civilization: the '"light over Cambridge".
of éourse, to Mrs. Woolf, the highest expression of the ordering mind is
"art". . :

The lighthouse, as we have seen, drawing things together, subsumes
opposites. Man and woman in fusion work for order; he in the externmal
world of politics and action; she in the inner world of art and feeling.
The male's aé@ivity is the creation of "form" through civilization and
philosophy; the female creates 'form' through art and love. Separate,
they are.full of empty -ambition like Mr.. Tansley, they fail to complete
their pictures, like'Lily Briscée. This is the "man, women, and child"
-of_Virginié Woolf's original plan which was mentioned at the beginning of
this.chapter: and the meaning of the amndrogeneity of -the artist becomes
apparent. ) -

Thus we are in a position to:form our hypothesis as to the true
nature of the lighthouse., So now} as Mrs. Woolf has said -6f the production
of the work of art, "the veil lifts, and there is the thing'": the most
important product of the ordering proceés, the artistic object. It-is
what E.M. Forster found after her process of combination, emphasis,
arrangement and elimination:-"soﬁething, one thing, one, arose ¢.. itself
analagous to a sensation." Thus the lighthouse, rising above the chaos of
the spray, is the artistic-object as we have-come to understand it in past’
chapters. More than that, by extension, it represents Art itself. .

So Mrs. Ramsay the "artist'', becomes indistinguishable from the.
lighthouse symbol. After her death, the lighthouse comes symboiically
to take on the function she had in life. We see the relationship between
Mrs. Ramsay and the lighthouse in the most meaningful and effectively
written eleventh section to "The Wirdow": Mrs. Ramsay, sitting work in hand,
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feels that sometimes ''she became the. th1ng she looked at - the llght,
for example." 65.
She looked up over he knitting and met the third stroke and
it seemed to her like her own eyes meeting her own eyes,
searching as she alone could search into her mind and her
heart, purifying out of existence that lie, any lie ("We.
are in the hands of the lord.") She priased herself in
pralslng that llght, without vanity, for she was sternm,
she was searching, she was beautiful like that -light. It
was odd, she thought, how if one was alone, one leant to .
things, inanimate things; trees, streams, flowers; felt
they expressed one; felt they became one; felt they knew
one, in a sense were one; felt am irrational tendermess
thus (she looked at that long steady light) as for oneself.66.

This reserved writing here freed of all lyricising, is of

sincere beauty, and im its complex1ty requires the attention due to the
most meaningful poetry. Virglnlg Woolf's technique has advenceg to a

stage which allows her to communicate simultaneously without alterationm,

in prose, on a multitude of levels. This piece alone is at the same

time about selid objects, the reconeilihtion-of opposites, the purification
of the moment, truth and art, the forming activity, metaphysics and
religion, and the identification of Mrs. Ramsay and the lighthouse.

The same unity in complexity attende her central symbol,-the
lighthouse itself. It fulfils all Mrs. Woolf's demands. like Yeats's
"dancer', it becomes its meaning w1thout ceasing to be itself', 67.
For instance, a lxghthause stands in the centre of the bay: it dlrects the
course of the ships, it orders their movements in night and storm. It
rises up, triumphant and solid above the chaos of the waves. Thﬁs its
nature and function are those of the work of art, and of Art 1tse1f.

This nature and function are also 1nseparable from the act1v1ty of
orderlng consciousness in life. Philosophy and art Mr. and Mrs. Ramsay,

are two sides of the same coin,
L,

Now that we have a aefinition of the lighthouse symbol, it is
necessary to apply this to our novel both in order to understand how it
relates to the whole, and also to verify that the definition obtained
is, in fact, the correct one.

65. T. L., 101 (73; 73).

66, T. L., 101 (745 74).
67. Trhe Novels of E.M. Forster", Collected Essays I, 246.
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I shall confine myself for the moment to a summary of the booKs
implicit meaning, now available to us, and give justification for this '
summary in the final part of this chapter. Here it is important to
remember that'gg the lighthouse is not simplj about Art, but'about the
conflict between Art and Time. _

. To Virginia Woolf, Time was the enemy. Existence in time was

a fleeting, a flux, a tran51ence' Art, in consequence, was 11ke an anti-
Heracleitean step into the river of flux and change. It was "to make of
the moment somethlng permanent': to make something solid and surviving
out of the chaos of impressions that was life.

It .was not merely the perhaps rather ordinary_individﬁal instances
of Art, like Mr. Carmichael's poetry; these might be no mqre-than a
jourhalism of the life of sbuls. It was the thing itself, the activity
or the presence behind-these vhich was important. Mrs. Ramsay, who |
rarely reads books,6 . nevertheless embodies this activ1ty. .

Art is first of all a dlrectlve to life; also it is the firm
'central structure round which life should revolve. Thus it becomes the
replacement fﬁr religion in an atheistic sociefy. TAs the source of our
truest uhderstanding of what human life is, it is'a_gtabie, centrai structure,
supplying security and meaning to life itself. It is the core of:life.

Those wﬁo @o not manage to récognize the importance of art, in
life, or “the 1mportance of life in art, are like the Hrecked shlps, the
drowned men, ‘that were not able to profit by the llghthouse S presence,
and sank. 69.

' Because of her inner stability and her activity of transforming
life into art, Mrs. Ramsay is a kind of lighthou;e to those who depénd on
her, She means stability to them, she orders'and'regulétes and smoothes
out their lives, so that hers is the function of art. - ;

At her death for thoée who knew her the central pivot is lost,
and they have to find another. This is the meaning of Ramsay's journey to
the symbolic lighthouse, an act performed in memory of his dead wife, a
recognition of the serenity she had obtained.

68. To Lo’ ""6 (32 31).
69. T. I., 254, 293, 314, %5 (187, 217, 233, 234; 190, 221, 238, 239).
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So Remsay, coming to knowledge through experience and his
wife's example, passes over the places where others have foundered without
quoting lines identifying himself with them. He supplies his desperate
needs by coming to terms with himself, and with life and art, In reaching
the lighthouse, he makes one the external and the internal, the actual and
the essential. This, to Virginia Woolf, supplies the meaning and purpose
to life, the answer to the question asked by the watchers-on the shore. -

'Of course, all this has to dowith &n ideal, and any one human:
being necessarily has limitations - Mrs. Ramsay's mistakes of judgment,
for example - but this serves poignantly to highlight the nature of the
jdeal rather than to diminish it. The lighthouse orders and patterns life,
it draws things into one centre }ike a work of significant form. - This is
an exact counterpart of the "'shape" of consciousness in life; but in life
the beam of the lighthouse passes only intermittently,-the moment of
ordering, "globed and compacted", is only transitory. Time and chaos
intervene, and the moment disintegrates. But in art this moment, this
form, is made permanent and enduring. ' " ' ' '

In the first section of To the Lighthouse Mrs. Ramsay-is dominant.
Life is given form, but only for the moment, for time passes, unreason B
intervenes. In the last section the lighthouée is foremost. Mrs. Ramsay,
the limited human human being, is resurrected in the solid object (and
the activity) with which she is associated. She reappears to Lily:on the
step, and she reappears in the form of an ideal to Mr. Ramsay, as the -
lighthouse,

5

. There are two characters in To the Lighthouse, William Bankes .
and Augustus Carmidhaelt whose pléce I have not .as yet mentioned. Although
Augustus is sométhing of a "forgotten character" in the novel = he has
been rather negleqted by commentators.- he does serve am importapt funcfion.
Apart from their contribution to the action and as individuals, the two
men are there because'tﬁey highlight facets of Mrs. Ramsay's personaiity.
This is true both of the sexual and the aesthetic themes. While-Mr. Bankes
is.on the.masculiné side = he is a scientist, an analyst - Augustus

Carmichael may be placed, paradoxically, towards the female side of the scalee
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The femininity in his nature is indicated only in brief notes. We learn,
for instance, that his wife has thrown him out, and that he never fully
recovered.from:young Andfew Ramsay's death in the war. . Mrs. Ramsay mentally
groups him with Lily and herself: oonsidering personality, she feels that
"one after another, she, Lily, Augustus Carmichael, must feel, our
apparitions,. the thlngs you know us by, are simply chlldlsh." 7. As
Lily and he together watch the boat moving out towards the llghthouse,
she remarks 1nward1y on the dlstaste for action whlch they both share.. °
This too, in these simplified terms, is a female characterlstlc.

But their mein function lies in the support they give to two:
aspects of Mrs. Ramsay s place 1n the aesthetic theme. ~Mr, Bankes' _
unselfish and disinterested love. for Mrs. Ramsay is .a rebuke to Llly
Briscoe. Lily: becomes aware of thls as they .both watch the elder woman
reading: Lily reallzes that "no woman could worship another woman in the
way he worshipped .. looking along his beam she added to it her: dlfferent
ray", 724
function: "the sight of her reading a falry tale to her boy had upon him

William Bankes is also avare of Mrs. Ramsay 8 aesthetlc

precisely the same effect as .+. he felt when he had proved something .
absolute about the dlgestlve system of plants, that barbarlty was tamed,
the reign of chaos subdued,f! 73 )

Augustus Carmichael shares Mrs. Ramsay s picture of a unlverse
related to each human being in all its parts. He attains to this through
his opium: he is '"in a grey-green somnolence which embraced them allese
in a vast and benevolent lethargy of well-wishing; a11 the house, all
the world; ‘all the people in it", He This semi-mystic vision which
Septimus attains in madness, and Augustus Carmichael (an aged "flower
child"?) attains through opium, comeés naturally to Mrs. .Ramsay. She
experiences it as a "wedge-shaped core of darkness" which envelopes
her and makes her invisible.

70. Te Ley 100 (73; 72)e
71, T. L., 301 (223; 228).
72, Ta Ley 79 (575 56).

73« Te L., 77 (565 55). -
74, T, L., 22 (13: 11). ' . )
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When life sank down for a moment, the range of experiences
seemed limitless... she, Lily, “Augustys Carmichael, must feel,
our apparltlons, the things you know us by, are 51mp1y childishe.
Beneath it is all dark, it is &ll spreading, it is unfathemably
deep, but now and again we rise to ‘the surface and that is what
you see us by ... she felt herself pushing aside the thick
leather curtain of a church in Rome... This core of darkness
could go anywhere, for no-one saw it... There was freedom, there
was peace, there was, most welcome of all, a summoning together,
a resting on a platform of stability, Not as oneself did one
find rest ever, in her experience ... but as a wedge of darkmess, .
Losing personality, one lost the fret, the hurry, the stir; and
there rose to her lips always some exclamation of triumph.over
life when things came together in this peace, this rest, this
eternity; and pausing there she looked out to meet the stroke
of the lighthouse. 75.

The shape of the light beam is sometimes described as a wedge or
fan'shape:in'other books by Virginia Woolf, Here, the wedge is of darkness,
a place where the ray of light may fall, whén the mask of personality is
taken away. Once a person'é role, the-spurious identity the world imposes
on him, is set aside, Mrs. Woolf is saying, ther the infinite possibilities
of personality are open to him. BHe becomes "free". Mrs. Ramsay, in this
state of semi-conscicéusness, of close contact with reality, begins to
create, to bring things together, like the lighthouse. In a similar state
at the evening meal Mrs. Ramsay s mind moves through the minds of others
like "a light stealing under water!': 'what they said was like the movement
of a trout when, at the same time, one can see the rlpple and the gravel,
something to the right, something to the left; and the whole is held together." 76.

This notion of the world in relation which Mrs. Ramsay and Augustus
share leads her on to a realisation that the nature of hnman-existénce
remains unaltered:by the death of individuals (we remember Mrs. Ramsay
covering the skull in the children's bedroom with a shawl): 'she felt
that comminity of feeling with other people which emotion gives as if the
walls of partition Had become so thin that practically ... it was all one
stream, and chéirs, tables, maps, were hers, were theirs, it did not
matter whose, and Paul and Minta would carry it on when she was dead." 77.

75¢ Te Ley 99-100 (72-73; 73).
76 T. L., 165 (123; 124=5),
77 T. L., 175-176 (1315 132).
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Finally, Augustus Carmichael is a poet, and in the last passage
of the book, as Mr. Ramsay reaches the lighthouse and Laly completes her
painting, the aged gentleman stands like an fold pagan God, shaggy, with
weeds in his hair and the trident (1t was only a French novel) in his
hand." 78' A down-at-heel Neptune, he too, rises above the waves of chaos,

representlng arte'
- 6s -

Most of what I have said concerring Mrs. Rémsay and the
aesthetic theme has taken the form of establishing a hypothesis. I shall
end this chaﬁter with the proof positive which is provided in the novel
itself, wherever it occurs,

First of all, Mrs.-Ramsay as the artist: after giving Mr. Ramsay

the sympathy he requires, -she feels "the rapture of successful creation." 79

At the end of the day, reading a sonnet, the globe of the formed work of
art i§ deposited in her mind: "Al)l the odds and ends of the day stuck to
this magnet; her mind felt swgpt,'felt cleans And then there it was,. -
suddenly entire shaped in her hands, ﬁeautiful and reasonable,:clear and
complete; the essence suckéd out of life and held_rognded here - the

sonnet,." The “globe" takes the form of the sonnet she is reading.

- Yet, Mrs. Ramsay is a creator in her own right. ILily Briscoe,
at work at her -easel, is aware of this:

What is the meaning of life? That was all - a simple question;
one that tended to close in on one with years, The great
revelation had never come. The great revelation perhaps never
did come, Instead there were little daily miracles,
illuminations, matches struck unexpectedly in.the dark; here
was one. This, that, and the other; herself and Charles
Tansley and the breaking wave; Mrs. Ramsay bringing them
together; Mrs. Ramsay saying "Life stands still here"; Mrs.
Ramsay making of the moment something permanent (as in another
sphere Lily herself tried to make of the moment something
permanent) -~ this was of the nature of a revelation. In the
midst of chaos there-was shape; this eternal passing and’
flowing (she looked at the clouds going and the leaves shaking)
was struck into stability. Life stand still here, Mrs, Ramsay
saide '"Mrs. Ramsgy! Mrs. Ramsayl" she repeated. She owed
this revelation to her. 8l.

78. T, L., 319 (236, 242),"

79. T. L., 64 (463 45).

80. To L., 186-187 (139, 1""1).
81. T. L., 249-250 (183; 186).
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For Mrs. Woolf, Art itself is. the only enduring revelatioﬁ,
form itself'the only ageless philosophye. Virginia Woolf's philosopyy
of communlcatlon is a philosophy of art, by the same token. "We
perished each alone", Mr, Ramsay recites as he sails to ther
1ighthouse. ?2' _ . )

So the moment of vision occurs when out of the elements of
chaos things are '"brough together! round a point of emphasis, and
superfluity is eliminatedes To meke this form endure in time is the
function of art. Inclusions like the following make evident the
identity of the formed moment, art, and the lighthouse: Lily, remembering
after ten years Charles Tansley, herself, and Mrs. Ramsay together on
the beach, wonders, about this moment, '"Why after all these years had
that survived, ringed ronnd, lit up, visible to the last detail, with
all before it.blank and all after it blank, for miles and miles?" 83.

We are shown a complete creation by Mrs. Ramsay: the party
around ‘the eiéning meal, that forms the climax to the first section.

This is Mrs: Ramsay's "form", carefully engineered through her tactful
making of cbnvefsation,'a carefully. prepared main dish, and her
intuitive apprehension of everyone's needs., The event is successful,
and as.Mrs. Ramsay realises this, she thinks: ' .

Nothing need be said e.. There it was. all round theme. ’ ’
It partook, she felt, carefully. helping Mr. Bankes to
a specially tender piece, of eternity; <. shes.. felt
ess there is a coherence in things, a stability; '
something she meant, is immune from change and shines’
out {she glanced at the window with its ripple of
. reflected lights) in the face of the flowing, the
' fleeting, theé spectral, like a ruby ... Of such
movements, she.thought, the thing is made that remalns
for ever after. This would remain., 84,

Gathered close around the light of the candles, it is as if
they themselves are the lighthouse: "here, inside the room, seemed to

be order and dry land; there, outglde, a reflection in which things
Se

wavered and vanished, waterlly "

82. T. L., 257-258 (189; 191).
83, T. L., 263 (194; 197). :
84e To L., 163 (121; 113).
85, T. L., 151 (112; 113).
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Once Mrs, Ramsay leaves the party, it disintégrates.
People go their separate ways, the form.of the moment dissolves. From
here until the end of the first section, Mrs. Ramsay rests, reading
poetry to herself. Even the lines she reads become significant.

And all the lives we ever lived and all the lives. to be
Are full of trees and changing leaves. 86,

This is repeated twice in two different contexts of thought,
and on each occasion it has a slightly different meaning.. At first it
refers to the stable form at the centre, art at the core of life, like
the trunk of a tree, which remains stable in spite of time, change, and
any merely particular happeniﬁg. On the second occasion the trees and
changing leaves become the transient emotlons and events themselves.
Mrs, Ramsay reminds us of her relatlonsth with the lighthouse 1n .
another qudgglon :"Steer, hlther steer your w1nged pines, all beten
The pattern of three in To the L;ghthouse is carrled inte the

book's structure. The vaclllatlon which usually precedes the resolutlon

Mariners."

of her novels is reified here into a mediating chapter. Mrs..Ramsay
dies, stability departs, and time and chaos are left to take their toll
on an empty house. "Time Passes', the middle section, is an impersoﬁal
world ruled by the blind forces of growth and decay. The garden runs
rampant, the waves thunder en the beach, while in the outside_worid war
brings death and divisioen. It signifies its presence even“here, in this
isolated backwater, by a stain like blood in the sea, Without human
presence, there is no scale: the shawl comes away from the picture
frame with ‘a roar like an avalanche. Nature dwarfs humanity, and where
we do hear news of the family, it comes briefly, in parenthesis,

Form van;shes, transience reigns, and any attempt to define
life's meaning seems vain. In the house, "certain airs, detached from
the body of the wind (the house was ramshackle after all) crept round
corners and ventured indoors'... tojing with the flap of the hanging
wallpaper, asking would it hang much longer, when would it f2117?"

86e To L., 171 (127; 129).
87. T. L., 183 (1375 139).
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Only at the bed, ‘the place of love, the forces-of decay become quelled:
"Here one might say to those sliding lights, thoée'fumbiing airs, that
breathe and bend over the bed itself, here you can neither: touch nor
destroy." ' o

It seemed now as if, touched by human penitence and all its
toil, divine goodness had parted the curtain and displayed
behind it,- single, distinct,- the hare erect; the wave
falling; the boat rocking, which, did we deserve them,
should be ours always. But alas, divine goodness, twitching
the cord, draws the curtain; it does not please Lim; he -
covers his treasures in a drench of hail, and so breaks them,
so confuses them that it seems impossible that their calm
should ever return or that we should ever compose from
their fragments a perfect whole or read in the littered
pieces the clear words of truth. For our penitence deserves
a glimpse only; our toil respite only. - 88. : .

_ Then, to a hogse.ofq"unrelated emotions", family and guests
return. .Mr. Ramsay, James and Cam sét out on their symtolic sail to the
lighthouse, which marks the return of form.into ‘their world. As Mr. Ramsay
sets. foot on the island, Lily compietéé her picture with the biblical-cry
- "It is finished." 9. At the same time,-Virginia Woolf completes her own
pattern, her."diamond. in the sand, whlch would render the poOSsessor-
secure.’ 90. oo : ’

Despite their differences in temperament and approach, both E.M.
Forster.and Virginia Woolf, the two Bloomsbury novelists, share this
éttitudé to life and art. Surely much the same set .of conceptions is at
the back of Forster's mind when he "expresses his feeling and iﬁterprets
the disappointing scene before.him by giving it (and. here form comes in) a
coherence and beauty and completeness that life itself does not possess.
Art, and perhaps mystic contemplat1on, alone, Forster says, make any
meaning out of life." L. '

Some may not perhaps agree with ﬁirginia Woolf's conception of
art, or with the place she gives it. Hoﬁever, she is the most essentially
English of all modern -novelists, and.her ideas do follow in the romantic
tradition: JeKe Johnstone, in his book The Bloomsbury Group, from which I

88¢ To La, 196-199 (Lh4-146; 146-148).

89. T. Lo. 39 (2363 241).

90e To Lo, 205 (1513 153)..

91, J.K. Johnstone, The Bloomsbury Group, 63.
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quoted, has pointed out the close connection between the English. romantie
movement and Bloomsburye There is this paradox in Bloomsbury's character,
its combination of the-Augustaﬂ and the ‘Romantié, which Virginia Woolf
has helped to make intelligible heré,*

There are criticisms which may be poiqted to in To the Lighthouse.

One may feel with "A.D. Moody that the claims of the masculine point of view
are reallj paid no more than lip-service, that Mr. Ramsay '"seems less to
complement Mrs. Ramsay's creative powers, her intuition and sympathy, than

to parody them in inferior and mechanical forms," %2e

But any criticism of
- Virginia Woolf's mature work itself runs the risk of over-simplification, .
instead of pointing to the same fault in the novellst. In contrast to the.
quotation above, one remembers James's remark, as he and Mr. Ramsay near
the lighthouse, that it and his father together sy@bollsed "something that
was always at the back of .both their minds - that -loneliness which was for.
_both of them the truth sbout things." >>° This picture allows
considerable dignity to the masculine empirical "divided" universe.
Though it is true that we must wait-unt%l The Years before the reconciliation
between inner and outer is complete.

On the other hand, it must be admitted that many of the criticisms

aimed at To the Lighthouse do not arise out of any discrepancy between the

authoress's intention and per execution, but merely reflect the
temperaments and opinions of those who criticise, or resﬁlt from a
misapprehension about the book's meaning. In the end, the power over words
and nuance which the authoress possesses, her acute observation, her
quality of turning abstract notions into what they in essence are, concrete
images (to Iily, Mr. Ramsay's mind turns "flamingo evenings" into "tables" 94')
and the total unity of technique, narfative,.and meaning tﬁat she achieves

in To the Lighthouse, give to the description "a landmark of the imagination"

a twofold cogencye

92, Virginia Woolf, 31.
93. T. L., 311 (2305 235). :

9#. T. L., Ly (28; 26).
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The far hum in the distance seémed mede of the broken tremor
of fine wings dancing up and down on the horizon. (W., 118).
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CHAPTER VI

The sexual theme of To the Lighthouse was the strand Virginia Woolf chose
to continue developlng in her next book, Orlando (1928). The wide

popularity that the psychology of Freud and Jung enjoyed durlng the perlod
certainly influenced her treatment of this theme, although the central
idea, that of the artist as a mentally androgynous being, comes first from
Coleridge, as Mrs. Woolf points out in A Room of One's Own (1928).
Nevertheless, it is perhaps worth acknowledging here the contributidn made

by post-Freudian psychology to the shaping of a part of the authoress's
vision. For instance, the accent placed by Bloomsbury on the subconscious
elements in creativity, or Mrs. Woolf's insistence that it was through a
descent into the subconscious that one became, as a "wedge-shaped core of
darkness', part of all other things and other people, show some mark of
this influence, Also, it is interesting, but no more, that Jung's notion
of the.mind, with its "alter ego', is close to the picture of personality
presented in Between the Acts, but already implied in Orlando. In

addition, when he says: "If there were to be a conscious existence after

death, it would, so it seems to me, have to contlnue on the level of

24

consclousness attalned by humanity" ) he is once agaln painting a picture
of immortelity not very far from V1rg1n1a Woolf's owne :

As Joseph L, Elotner points out in his article 'Mythic Patterns
in To the Lighthouse' 3’, "The Window" is a female symbol, "The Lighthouse' -
a Freudian symbol of masculinity. Thus one may suppose fﬁbh'Blotner, if
one wishes, that the lighthouse on the rock, reached at the end of the
novel, is a compound of both edifice and lighted ;indow, male and female,

It is certainly worthy of note, in this connection, that the Hogarth Press

was instrumental in bringing Freud's complete translated works to the public
in the 1920's.

Orlando is, of course, a much slighter book than To the Lighthouse,
and was begun in a spirit of release after that work's completion. It is
a fantasy, and Orlando him/herself is a light-hearted turnabout, free from

l. P. 102.
2. C.G. Jung, Memor1es, Dreams, Reflections, London: Collins,. 1963, p.286.
3. BOM Ll- ﬂ. [} Ilm' 1956 5E7"32.
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all the pressures which Virginia Woolf grappled with in her serious novels.
He/she is free of history, of moraiify, of death, qf poverty and of the
restriction of place ~ she roams as far abroad as Turkey and contemplates
a fly-by-night trip to Russia - but, most. important of all, Orlando is
free from the limitations of sex. She starts as a man, ends as a woman, -
and makes love to both sexes inﬁiscriminately. _

We follow Orlando from the time of hié youth in the Elizabethan
period until the book ends on the twelfth stroke of midnight, Thursday,
October 11lth; 1928 - the last words of the book - when she is in her mid-
thirties. On the way such events take place as her romances, her miraculous i
change 'of sex, her marriage, and her attempts to write under the influence
of the various spirits.of the ages through which she lives.

In the diary, we learn that by October 22, 1927, Virginia Woolf
had "abandoned" herself'to the pure delight of this farce':

I am writing Orlando half in a mock style very clear-amnd plain,
8o that people will understand every word. But-the balance
between truth and fantasy mst be careful. It's based on

Vita e...Knole, etc. . 4. - : . :

: By December 1927, looking back, she sees that it is “almost .exactly
in spirit, though not in actual facts, the book I planned then as an

escapade; the spirit to be satiric, the structure wild." e

Yet it is in
its own Way nearly as meaningful as her other books: "The trutﬁ is I
‘expect I began it as a joke and went on with it seriously." 6. ‘The
meaning of Orlando has not escaped critics. Ae. A. Mendilow in his recent

Time and the Novel 7e has pérhaps expressed this meaning most comprehensively:

Above all, Orlando exemplifies the principle that unites
all Virginia Woolf's work;-the immanence of the past in
the present, the Bergsonian conception of the moment as
the microcosm of life. As in her later novel :Between ,
the Acts ee.-the wider past of the centuries of tradition -
1ndwe111ng in every good work of art, and of the
generations of inherited traits latent in a contemporary
personality give added depth and significance in the
understanding of that work of art and that personality ..
In this piece of riotous fantasy, we see something akin

to what, in. the mechanism of dreams, Freudians call

L, A Writer's Diary, 117.
- e %. Clt- [ ] 120. .
6. @. c:.t. 9 128 .

7 1965.
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"displacement'. Various aspects of a single subject «se
are dissociated and projected. into separate entities
(i.e., male and feméale, masculiné and feminine, historic

‘'past and present time, past and present art), and then
by the process of 1nterpretatlon they are related once
more and synthe51zed. 8.

This is p0551b1y the best light in which to understand Orlando,
as a "dissociation" not only of a personality - Vita Sackville-lWest's - but ..

also of the novelist's art into its comstituent elements and contradictions.
The bock is a testament of authorship, for it is full, much_%oo full, of
digressions on the craft and the tribulations that this profession involves,
The mock, and often self—mocking, narrative style is further’ evidence of
this concern. As A.A. Mendilow aptly states' ' -

The whole point of Orlendo is that it presents the growth
of literary taste, the creation of a poen, the, changes in -
the "climate of opinion", the hlstory of the. family, the
development of a personality, in two time plames at once,
The character of Orlando is shown between the dates 1586
and 1928, growing in age from sixteen to thirty-six. We
have what the biologists would call a description of
ontogenetic and phylogenetic development, as a foetus
progresses in the course of nine months through millions
of years of evolution ... the phylogenetic time is
incorporated into the ontogenetic time as ome's ancestors
are parts of ourselves. 9, -

It will presently be necessary to say something more about the
"past in the present" in Orlando. In the meantime it is best.to confimm
that. the "ontogenetic present" involved. belonged to a real person, Vita
Sackville-West, wife-of Sir Harold Nicholson, and inheritor of Knole,
the immense ancestral home at Sevenocaks. In her book Knole and the
Sackvilles 0° she had recently chronicled the history of her family
and of her house, from the time of its grant to Thomas Sackville in 1586,
Orlando can be seen to correspond in depail to this'book,'so that Orlando

herself embodies the entire family history in a single person. At the
same time, she is based on Vita herself, who thus enacts_in her fictional
guise the "unconscious' past which she has inherited - even down to a

8e Ope cite, 230-23L.

9. @o Cito, Zﬂ.
10. 1922, ’
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change ' in 1843 from the ‘male line to the female line, as David Bonnell

Green has p01nted out in hls essaé 'Orlando and the Sackv111es'°
this 1s, approprlately, the approx:mate date of Orlando s marriage.. The

two books correspond even to the names of the ‘two ‘sets-of family
retainers, real and fictiénali The importamce of this factual basis is
that it provides a novel of 1nqu1ry into novels and novellsts with yet
another plane of reality - _that of historical 11fe. This is why Orlando
-is called a biography: it represents a marriage between fiction and "11fe"'
Vita Sackv1lle-West has herself drawn attentlon to the parallel'

the idea of her book Orlando was inspired by her own
strange conception of myself, my family, and Knole my
family homes Such things as old families and great
houses held a sort of Proustian fascination for her.
Not only did she romanticise them - for she was at
"heart a born romantic - but they satisfied her acute
‘sense of the contimumity:of hlstory, English hlstory
in partlcular. 1z2. .

This is borne out by a letter wrltten from V1rg1n1a to Vita.
in October, 1927: ' ' '

But- 11sten. suppose Orlando turns out to be Vlta, and-
-its all about you, and the lure of your mind - heart
'you:-have ‘none - suppose there's the kind of shimmer of .
- reality which sometimes attaches to my people as the
lustre of an oyster shell. - suppose, I say, that next
October someone says "There's Virginia gone and written
© a book about Vita', shall you mind? «s. I am reading
Knole and the Sackv111es. 13.:

The 1dent1ty of Orlando with Vita and her hlstory makes clear

certaln obscurltles in the wrltlng, for 1nstance the sudden confu51on of

. 97: '"Orlando remalned preclsely as he had been. The change of sex,
though it altered the1r future, did nothing whatever to alter their

" identity. Their faces remain,-as thelr.portralts prove,_practlcally

the same." This intrusion becomes explicable'only if we;see'erendo as
the collective history of the Sackvi;les-perSOnified in the form_of_their
thlrty-slx year old descendant. ' _ I |
-;l.' 'Orlando and the Sackvilles:’ Addendum', P.M.L.A., LXXI, 1956, 268-9.
;l?._ 'Virglnla Woolf and Orlando', The Llstener, LIII Jan, 27, 1955,

157-158,
13. Ope cit., 158,
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" But Vita, like Orlando, was & poet. Miss Sackville-West's
best<known book of poetry was The Land 1#°, which consistéd of the then
current,mixture of esotericism and Lawrence-style sensibility so
successfully satirised in Cold Comfort Farm. Orlando's "poem", written
over three hundred years, is called '""The Oak Tree', and sheattempts to
bury it at the foot of a real oak trée on her estate, 'a return to the
.land of what the land has-given me". 12 ‘The oak tree - like the tree.

behind the ''changing leaves' in To the Lighthouse - is on¢e again an art=".

form-philosophy symbol whose roots she feels '"rumning out like ribs -from .
a spine this way and that beneath her." 16.
of art which Orlando thus represents, and the P1rande11o-11ke examination

of levels of'reallty it is made to contaln,-qulte probably received a

.The inquiry into the nature

spur to their conception.from the publication of E.M. Forster's Aspects
of the Novel in 1927. Mrs. Woolf read it and expressed her dislike for
it as a whole, but "in spite of thls, the chapter on fantasy especlally
must have helped to glve her undertaklng conv1ct10n, as must the passages
of quotatlon from Gide's Les Faux Monugyers, where a fictional author

is engaged. 1n Just such an. examination of levels of rea11ty in a novel.
Shown a plece of real forged money ‘by .a- character, Bernard, the author-
character admlts he is 1nterested, but the ‘real thlng, hé says, ''puts

him out", 17'

Orlando, writing poetry, is s1m11ar1y "put .out" by reality
on the first pages of V1rg1n1a Woolf's novel, 18,

" Forster's.own assessment of Orlando is probably the fairest, .
although the boredom. he mentions is more likely the reader's than the
authoress 's: "After the transformatlon of sex things do not go so wellj;
the anthoress seems unconv1nced by her own maglc and somewhat fatlgued by
1t, and . the blography finishes competently rather than brllllantly, it
has been a fancy on too large a scale, and we can see her gettlng bored"
Yet despite its unevenness it does conta1n passages. of 1nterest and
_w1sdom, for example this quotatlon: "Such 1s the indomitable nature of
14, " London: He1nemann,.1933. .

15. 0., 291 (229).
16. 0., 291 (228). ; P i : -
17. Aspects of the Novel. 10?-108..._ o o, :

18. 0.,—-1 (11). .
19, Vlrg;nza WOolf, 15,

19.
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the spirit of the age, however, that it batters down anyohe .who tries to
make -stand against it far more effectively.than those who bend its own
way." 20 But it is true that Virginia Woolf admitted to herself in her
diary that it would be wrong to compare Orlando Wwith her weightier novels:
"I never got down to depths and made shapes square.up, as I did in the
Lighthouse' (Nov. 7, 1928). T .

Because of the ‘"dissociation' mentioned previously, Orlando
embodies a number of Mrs. Woolf's concerns, albeit-in a much less related
way than in her previous novels. Her picture of pérsonality as possessing
infinite possibilities, for example, receives its apotheosis in Orlando:
"she had a great variety of selves to choose from, far more than we have
been able to find room for, since a biography is considered cémplete'if
it merely accounts for six or seven selves, whereas a person may well have

22,

as many as a thousand." And yet all these selves.are soméhow

compounded into the nature of the '"true self', amalgemated and controlled

by a Captain self, or Key self, 23. -

Inner dialogue, on this reading,
thus becomes a communication between the contradictions of personality,
the different inner "selves'": "For it is probable. that when people talk
aloud the selves (of wlich there may be more than.two: thousand) are
conscious of disseverment, and'are trying to communicate, but when
communication is established they fall.silent," e

" Thus, as the passage on page 278 (218) suggests, Orlando is not
only herself. but she is most of the other main characters as well. In the
same way Berné;d;'as novelist, in The Waves is at the -end insemmrable
from all the other men and women whose st}eams of consciocusness make up
the book: their dialoéue is his own inner. dialogue: "thrown up and down -
-on; the .roar of other people's voices", he.cannot'diétinguish'himself
from them. 25. _ _

" More interesting perhaps, is not Orlando's relation to the
parts which compose her, but her relation to everything that constitutes
he? history. Virginia_Wbolffs conception of a past in the present arises,
as.do most of her notiéns, out of her picture of a world where there are
20, ©., 220 (172).

2l. 25551 136.-
22, 0., 278 (219).. -
23. 0., 279 (219).

2ks 0., 282 (222),
25. W., 198 (240).
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no boundaries, where everything.that exists is connected with everything
else that exists. 'The notion of "past in the present' is really a
transference of the same ‘conteption in'td the plane of time - so that-all
evénts that happen now are seen to be intimately rélated to éverything:
that has happened in the past or will happen in the future. 86, as we
leéarn from '"Letter to a Young Poet" (1932),26' the poet is not a lone .
individual, but in him "ive all the poets of the past, from whom all
poets in time to come will spriné eve in short, an immensely ancient,
complex and continuous character,'" From the same preconceptioé?omes the
rélated notion, to which Virginia Woolf often gatve expression, that the .
sort of great men, writers or political figuresy, so revered by the
nineteenth centiry, were in faét little more than the salient representatives
of an accumilated wave of feeling and opinion in the great mass of
ordinary humanitys. To .thesé ideas about existence in time Clarissa
Dalloway owes her feeling that on the present moment of that particular
June morning "was the pressure of all the othér mornings', 27. or 'Rhoda
hér parallel sensation in The Waves: "An immense préssure is on me. I.
2. 14 ig this-

same vision of the poet's moment as a microcosm of history that William

-

cannot move without dislodging the weight of centuries.,"

Blake ‘éxpresses, in his stanza from Milton, Book I:

Every Time less than a pulsation of the artery’

Is equal in its period & value to Six Thousand Years,

For in this Period the Poet's Work is Done, and all the
Great Events of Time start forth & are conceived in-

such a Period, Within a Moment, & Pulsation of the Artery.

If a single moment is so intimately related with all time, then,
for Mrg. w&olf, to.abstract the moment froﬁ the whole ié.in fact illusory,
for nothiﬁg exists by itself, This is the meaning of the entry.in the
diary at the end of 1926 in which she is searching for a device where "time
shall be utterly obliterated; future shall somehow blossom out of the past!'s
"One incident - say the fall of a flower - nght contain it.. My theory
being that the actual . event practically. does not exist = nor tlme either.
But I don't want to force this." 23. :
26. Collected Essays II, 184: This essay deserves careful attention

for its relevance to Orlando.
27+  De,y 42 ’

28.-l W.’ 76 (90)0
29.° Diary, 102,
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We see the union of past and present in Orlando's mind on the
occasion when '"his whole past, which seemed to him of extreme -length. and
variety, rushed into the falling second, swelled it a dozen ﬁimes its.
natural.size, coloured it a thousand tints, and filled it with all the
odds and ends in the universe." 3. "Orlando's house, too,.becomes a
symbol of the continuity of history, of the existence of the past in the
present, of the pressure of past generations. of people.on present existence:
"™Not ohe of these (ancestors) has left a token of himself behind him,
yet all, working together with their spades and their needles, their love-
makihg and their child-bearing have left this." 3Ls

Memory is'the faculty which brings our past into our present,
and thus provides our lives with continuity. But for an existence which
is so homogeneous with the world around it, our identity seems to depend
moré on what we chose not to be than what we chose to be, Mrs. Woolf
feels, Everything is so much everything else in a world as indivisible
as she seés it to be, that to single out 'any one thing from the rest
32 This

relatédness is first recognized by the subconscious, and thé memory

becomes merely spurious: "Nothing is any longer .one thing".

responds to it.’ Orlandé, after an introspectivé scrutiny of her own’
subconscious, sees thé world rafresh in this new way:

She looked there now, long, deeply, profoundly;, and immediately
the ferny path up the hill along which she was walking became
not éntirély a path, but partly the Serpentine, the hawthorn
bushes were partly ladies and gentlemen sitting with card-cases
and gold-mounted canes; the sheep were partly tall Mayfair
houses; everything was partly something else, as if her mind
had become a forest with glades branching here and there;
things came nearer, and farther, and mingled and separated - 3
and made the strangestalliances.and combinations in an

incessant chequer of 11ght and shade. 33.

This, to Virg1n1a Woolf, is the function of metaphorh. it

P }

.empha51zes the intimate relatlonshlp of all thlngs. The associations
with which things become encrusted in the mind are once again a sdbf
conscious recognition of the indivisible nature of the world, as Orlando’

perceives:

30. Oey 92 (70)e
3l. 0., 98 (75).
32, 0., 274 (218).

33, 0., 290 (228).
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Every 51ngle thlng, once he tried to dlslodge it from its.
- place in his mind, he found thus cumbered with other matter
. like the lump of glass vhich, after a year at the bottom of
the sea, is grown about with -bones:and dragon—flles, and '
-coins and the tresses of drowned women. .

"Another metaphor, by Jupiteri" he would exclaim as
she said this ... Why not say simply what one means and-
leave it? ... "The sky is blue," he said, "the grass is
green." Looking up, he saw that, on the contrary, the sky
1éilke the veils which a thousand Madonnas have let fall
from their hair ... "Upon my word,!" he said ... "I don't-
see that one's more true than another. Both are utterly
false." 34. '

Cur understandlng of this macrocosmic-microcosmic contrast, a
pattern which underlies a great many aspects of Mrs. Woolf's outlook, helps
us to appreciate the element which more than any other contributes to the
characteristic tone of her novels. A Strachey-like revulsion against the
Victorian tradition of "great men" and heroic action makes her see only
the most ordlnary and everyday of human experlences as truly representatlve
of the universal essences which underly human existence. She-planned at

one time to write a work of almost anti-history called Lives g{lthe'bbscure.

This, and her choice of "Mrs. Brown" to symbolize "the spirit we live by,
life itself" °* are both examples of this duality, which is peculiarly
her own: a mixture of "the soul" and "the Waterloo Road". Tt belongs far
more to her than it does to ''the Russians'', to whom she ascribes it in

the "Mrs. Brown" essay: there is little of the commo#“dross, "the Waterloo
Road", about Ivanov, Raskolnikov, Bazafov! or Prince Andrew. _In contrast,.
Orlando is Virginia Woolf's only hero. -

Peter Burra, in his essay 'Virginia Wbolf' 36', has recognized
this pattern: "The framework of her books depends on the life of everyday,
and the spirit of time: and these two - though one is a "particular" and
the other a. Muniversal" standpoint - are so interchangeable ... that it
scarceiy'mgtters by which name you call them. If there is any hero in

Mrs, Woolf's novels, it is the idea of Timeo"

34e Oey 93=95 (71-72).
35. 'Mr. Bemnett and Mrs. Brown', Collected Essays I, 337.
36,4 The Nineteenth Century and After, CXV, Dec-June 1934, 115.
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~ The last words of_Orlgndo.are.the.date of. its completion. This
alone is enough’. to téllﬁus that the.novél is. about time = the expansion
of a single homdgeneous‘moment.in’the:;ife'of pne.personglity to
distingnish all the pressures, historical and psychologiéal, that are
active upon it. The pattern is pro&ided By William ;ameé_inlggg Principles
of Psychology: Uthe.sﬁiritual self in us will.be .either thé entire stream
of our personal poﬁscipuéness,;or the present 'segment':or 'section' of
‘that stream, according.as we take a broader or'narrower view - both the
stream and the sectlon be1ng concrete existences in’ tlme, and each being

nd." 37'

a unity after 1ts own peculiar ki It.is to resolve these

contradictions, the ones which gave rise to her picture of. consciousness
as a'luminous" centre, continuously ordering the flux and flow of
impressions,. that Virginia Woolf makes the following entry.in her.diary:

. Now is life.very solid or very shifting? I am haunted. by
the two contradictions. This has gone on for ever; will
last for ever; goes dowm to the bottom of the world - this
moment I_stand on. Also it is tramsitory, flying,
diaphonous. I shall pass like a cloud on the waves.
Perhaps it may be that though we ¢hangée, one flying after
another so quick, so quick, yet we are somehow.successive
‘and continuous we human beings, and show the light through,
But what i& the light? I am impréssed by the.transitoriness
of human life to such an extent that I am often say1ng a
farewell - after dining with Roger for instance; or
reckoning how many more times I shall.see Nessa. 38.

. Virginia Woolf had béen ¢onscious of the problem of time and flux
from an-early age. .At sixteén she had written a long essay.called
'Religio Laiéi', "proving that man has need of a God; but the God was

described in a process of Change." 3. Hér early concefn never left her,
and this vision is to some extent present, in a mature and more
sophisticated'fﬁrm,'in.her adult work. - It can be discerned in the final
scene on page 293 (229) where Orlando is on the-hill beneath.the oak tree,
from which point all England may be-seen. It may be said that this tree
représents -to some extent the réconciliation between the "“macrocosm! and
the "microcosm'", "all time" and '"the moment". The oak tree, besides being
a.stability“symbol'liké the lightgouse, is at the same time Vita's family
37, P. 296,

. 38, Jamary 1929. Diary, 141,

" 39, December 1929 Di s 151,
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tree. Thus, 11ke memory which: g1ves cont1nu1ty and so stablllty to
personallty (see 0., 7374 (55) )Y, the line of contlnulng history and
artlstlc tradition provides a stable centre for the develop1ng llfe of
the present day. Thls, then, could be seen to be the conclision that
the book, Orlando, draws: as there rlses up before the her01ne the cone- -
of a "tent-like landscape" (0., 293 (230) ) her hlstory and her three-
hundred year poem come to represent like the lighthouse 1n the prev1ous
book, the permanence that 1s missing from life; the 11ght that "shows
through" 1s the permanent "form" of consclousness and art. The content
of this form yet changes, 11ke the place where the 11ght beam falls,
symbollcally brlnging to order for a moment the continual ‘flow of brute
t1me and haphazard ° experlence. Thus, the poem "The Oak Trée" comes to
have the same relatlonshlp to the central symbol of thls book as Lmly 5"
palntlng in To the L;ghthouse, for the oak tree’ 1tself with its radial
roots '"like rlbs", :parallels the 11ghthouse with its beam of light,

moments of the recognltlon of order. Orlando, ‘it mlght be said, is a

projection of the content of To the Lighthouse onto the plane of time.

The. notlon of past-ln-the-present which domlnates Vlrglnla
Woolf's thought about time has often been cited as evidence of her debt
t6 Bergson. James Hafley . has wrltten an influential book about Mrs,
Woolf's work, The Glass Roof, on the ba51s of the Bergsonian theorye.

This theory was first propagated by Professor Floris Delattre in one -of:
the earliest analyses of 'Virginia Woolf's writing, Le Roman Psychologique

de Virginia Woolf, published in French during her lifetime. Despite the

prevalence of  the philosopher's ideas during the first quarter of the
century, and the fact that Mrs. Woolf's sister—in—law, Karin Stephen,
wroté a standard work on his thought,.The Misuse of Mind (1922), Leonard
Woolf has been instrumental in categorically denying influence on the

novelist from'this source. - However, to be fair, it is difficult to see how
someone with Mrs. Woolf's acute interest .in -ideas could have remained
éntirely ignorant of those of Bergson then under discussion, even if they
thus réached her in a disseminated form. Mrs. Woolf,. with her picture of
 a related world, would have been in addition the first to acknowledge that
it'is énough for ideas to.be-"dn the air" for intelligent people

eventually to be in some sensé.influenced by them. But in the main I think
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Leonard Woolf is correct, and_that_such influence is,miniﬁal.. If it is
to be found in this novelist's wo;k! it is there only in its effect on
the apportioning'of.emphasisa Vifginia Woolf's time philosophy is her
oun, but I do believe that it may in fact at the same time owe something
to an earlier éource wﬁich w;uld heve been even more influential, William
James's Princigleé of Psxchologx On. the subaect of the relation. of the
moment to the rest of time, James writes. o

‘our consciousness never shrinks to the. d1men51on of. a
glow-worm spark. The knowledge of some other part of
the stream, past or.future, near or.remote, is always mixed
'in in with our knowledge of the present thing (James's 1ta11cs)
" A simple sensation ees i5 an abstraction e¢.s These eese
lingerings of old objects, these incomings of the new <..
the retrospective and the prospective sense of time ..
gives that continuity of consciousness without whlch it
could not be called a stream. 40, : CE

The Bergsonhian interpretation of Mrs. Woolf's novels has been

sufficiently prevalent for it to warrant some examination here. It must
be apparent to anyone who knows ‘Bergson's theories that the conclusions
about' Mrs. Woolf's own thought so far established in this study beér-no
resemblance to those of the French philosopher, except to the extent that
the "female" pole of Mrs., Woolf's personality, ''the artist', shows an
intrinsic dislike of logic and réason simply on their own, which is.also
a characteristic of Bergson's. - However, this conception of "the intellect
that kills'" Mrs. Woolf could just as easily have arrived at from her
readings in the Romantics.’ And it must be remémbered that this is
counterbalanced by her "male" aspect, "the'philosopher", exponent of
that other kind of "form". Winifred Holtby;s evaluation of 1932 is
undoubtedly in eveéry way correct: '"'shé doés not sharethe Bergsonian.
revolt against reason «.e it is from.her belief, engendered,. probably,
during those éarly'readings of Greek, in the validity of the intellectual
approach to truth, that she has embarked upon her adventures-into the
re-creation of subconscious experiences,' 41,
However, I think it is only right to include James Hafley's"
. opinion here and to allow the reader to.make up his own mind. Hafley
quotes from a letter from Leonard Woolf in which the latter writes that .

40. P, 606.
41, Virginia Woolf, 22,
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‘Mrs. Woolf never read Bergson - and continues: "'I do not think that’
she was influenced in the slightest dégree by Bergson's ideas' ",
However, James Hafley comments that with this "it is hard to agree. If
she did not read Bergson himself, she almost certainly read Prcusti and
" Bergson's ideas were so popular as to be everywheré around her-at second
and third hand." t2*
read'Proust.until 1925, after the -publication of Mrs. Dalloway, and after
both her treatment of time and her mature style had beeﬁ'fully formed..
Yet there is no doubt of her reaction to the "utmost sensibility" and the
"utmost tenacify"(of this télent so. akin to her own: "He searches out

It does not, however, appear that Virginia Woolf.

these -butterfly shades to thé last grain. He is as tough gg_catgut and .
as evanescent as a butterfly 5 bloom. ‘And he will, I suppose, both
influence me and make me out of temper with every sentence of my own." 43

There is, however,. some support for Hafley's thesis in an
important passage frem Leon Edel's_The Psychological Novel (1?55)Hin.
which he describes the intellectual atmosphere of the times:

. When Proust, Joyce, and Dorothy Richardson began to write,
the influence of Freud was only beginning to be felt; and
it is to Bergson, in his influence on Proust (and to some
extent on Joyce) and to William James, 1n his account of

~ thought exper1ence, that we must look as the creators of
the intellectual atmosphere in which the novel of-
subjectivity came into being. #4.

In the light of this, I thlnk it would be :best to examine what
Bergson actually said in order to see how far the two outlooks coincide.-
Bergson's philosophy, it should be recognized, is totally opposed to
Virginia Woolf's in three decisive ﬁays. First of all; Bergson's central

preoccupation is a defence of flux and change. He believed that the

scientific intellect distorted the world by-its proclivity for separating
single incidents or objects out of the continudus flow of creation aﬁd
decay. By conceiving them as eternally at rest in order to discover laws
_about them, the intellect thus 'killed" them, so to speak. It created

an artificial Zeno's paradox out of what was essentially always a movement,
never a stasis. The intellect could never resolve the paradox of time:

_it was only on the level of intuition that. the truth of movement could be

42, The Glass Roof, 174.

43, April 1925, A Writer's Diary, 72.
by, p, 28.
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unders%ood;- Now, whereas Virginia Woolf would agree with Bergson on the
relative merits of the intellect and intuition, yet, as we have seen here
and in.previous chapters, she saw indiscriminate and irrational flux as
the enemy of man, which her energies were-directed-towards overcoming
through: the medium of art. To .Bergson flux is consciousness. To Mrs.
Woolf,  consciousness is- bent on .overcoming flux. - The two-world-pictures
are completely different. ' . )

- Secondly, Bergson's was essentiaily'an evolutionary view of the
human spirit. He pictured the “éian vital'.as a kind of rising:fountain,
the uppermost- part of vwhich represents-human consciousness ever creating
itself anew, then spraying down, outmoded, eventually to become mere dead
matter as.its centre moves higher and further away. In-contrast,

Virginia Woolf, as has been demonstrated, saw human nature not as
developing, but as remaining eternally the same. Only its outward
appearance altered under the influence of nothing more violent (or; to

Mrs. Woolf's perspective, less -violent) than taste and fashion. Orlando

is an eloquent example ef her vieion of consciousness as an'eternal present,
a beach on which the tides of process and history continually lap. Of
course it could be_aréued that both thinkers are describing the same world,
but one from the objective-active_and one from the subjective-passive
viewpoint, yet this is just to clarify the difference, not the similarity,
between them, _

Thirdly, for Bergson, matter and consciousness were merely
two aspects of the same thing, the first being only an "ex-tension" of
the second. For Mrs. Woolf, however, the close relationship between the
two is built up only through their continual association in the practice
of life., She was too mucﬁ a Platonist not to conceive the world first of
all in rigid divisions of mind and matter.

These three basic differences between the two systems of thought
help us to view in perspective the similarities of viewpoint which do exist.
There is, for instance, the already-mentioned distinction between the
intellect which exists for Bergson in "quasi-spatial time, and thus
perceives thihgs as separate unities, and the intuitive subconscious

beneath this, which recognizes the indivisibility of all experience.
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Although this-may in expression resemble Virginia Woolf's opinion, the
undercurrent image to which these statements refer,.however, is, as we .
have seen; in each case different.

There is also the emphasis laid by Bergson on the place of the
past in shaping the future, and thus of what he calls "dynamic memory! in
creating character: . )

In reality, the past is preserved by itself, automatically.
In its entirety, probably, it follows us at every instant;
all that we have felt, thought and willed from our earliest
infancy is there, leaning over thé present which is about
to join it, pressing against the portals of consciousness
that would fain leave it outside ... Even though we have
no distinct idea of it, we. feel vaguely that our past
remains present to us. What are we, in fact, what is our
character, if not the condensation of the history we have
lived from our birth - nay, even before our birth, since
we bring with us prenatal dispositions? 45,

Virginia Woolf has in Orlando a definition of human character
which, if taken on its oﬁn, +i expresses a thouglit not dissimilar to that
of éergson above. Thus wé have "a perfect rag-bag of odds and‘ends
within us - a piece of policemaﬁ's trousers lying cheek by jowl with
Queen Alexandra's wedding veil ... the whole assortment ... lightly
" stitched together by a single thread. Memory is the seamstress, and a
capricious one at that," ' °

More pursuasivé in this connection, perhaps, is the likeness
of some of the various images of consciousness which Bergson presents, to
those of Mrs, Woolf: "A beneficient fluid bathes us'", says Bergson,

' Myhence we draw tﬁe very force to labour and to live.. From this ocean of
life, in which we ar; immeréed,'we are continually drawing something, and
we feel that our being ... has been formed therein by a kind of local

concentration." 47?

This is the counterpart of Virginia Woolf's submerged
sea of life, on the surface of which the waves of individual human
consciousness form and dissolve - the image which forms the basis of The
VWaves. Bergson later uses just this éimile: "From. our point of view,
life appears in its enéirety as an immense wave which, starting from a

centre, spreads outwards, and which on almost the whole of its

45. Creative Evolution, tr. A. Mitchell, 1911, 5.

L6, 0., 73-74 (55).
47, Creative Evolution, 191.
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circumference is stopped and converted (into matter)". This is not
as convincing a proof of influence as may at first appear, for this
image is a popular and perhaps sometimes rather crude recurrent
presentation of consciousneés; its latest manifestation is in the

"Meditations" of the Maharishi Yogi which not long ago was enjoying a

vogue. All=-in-all, none of the examples of resemblance seem to me at all
decisive, and it is probable that the presence of Bergson's theories
helped to do no more tham reinforce ideas.which could just as well have
been derived seminally from a number of sources.

Where I do believe a case might be made out for the presence
of some clear affinity with Bergson is in the theories of significant
form propagated by Roger Fry and Clive Bell. Replying in a letter to a
question of mine, Leonard .Woolf states: "I think there is no doubt that
both Clive Bell and Roger Fry had read or at leaét knew about the doctrines
of Bergson. I do not think that either of them were in any sense influenced
by him." There is, however, something akin to the spirit of Bloomsbury
aesthetics in a philosopher who, after Schopenhauer, praises the artist's
"pure perception" because it does not entail merely "reading the labels"
mentally affixed to things; a philosopher who seeks out the 'indivisible
emotion" behind the juxtaposed notes of the symphony; or the "nique and

9.

consequently inexpressible' in men and objectse. "An emotion may be
said to be dramtic and contagious when all the harmonics in it are heard .
along with the fundamental note', writes Bergson in Laughter %0 (p.143),
which has echoes in the similar statements to be found in the writings of
'Roger Fry and E.M. Forster. oLs

There is one final issue to be dealt with in connection with
Orlando, that of the bifséxuality of the artist, which quality Orlande
herself quite obviously symbolizes. In the same year as the publication
of this book, Mrs. Woolf brought out an extended essay on the subject of
women and fiction, A Room of One's Own., Its thesis is that poverty is
antipathetical to art, and that women should demand their ffgedom from the

pressures of raising a family and earning a living if they are to work

to produce art. Although the question of state patronage for the atts

48, Op. cit., 266.

49, See Ian W. Alexander, Bergson, 85-89.
X+ Tre C. Brereton and F, Rothwell, 1911.
51. E.g.. See Aspects of the Novel, 169.
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is still an open one, I think that Bernard Blackstone's opinion, printed
on the back of the Penguin edition (1965), that the boock is "a clearing-
house of ideas'", is true to-day only inamnegative sense, What has
happened is what Mrs., Woolf notes about the essays of Mary Wollstonecraft:
that they "are so true that they seem now to contain nothing new in them -
their originality had become our commonplace." 524 A Room of One's Own
is valuable to=day only for its historical intexst: what it tells us

about contemporary life and current opinions.

However, there is a passage near the end of the book which is
important because of its application to Orlando. Seeing a man and a
woman enter a taxi together, Mrs. Woolf likens this to the mind:

it ... made me also ask whether there are two sexes in the
mind corresponding to the two sexes in the body, and
whether they also require to be united in order to get
‘complete satisfaction and happiness? And I went on
amateurishly to sketch a plan of the soul so that in each
of us’'two powers preside, one male, one female; and in the
‘man's brain the man predominates over the woman, and in
the woman's brain the woman predominates over the man.

The normal and comfortable state of being is that when the
two live in harmony together, spiritually cooperating. 1If
one is a man, still the woman part of the brain must have
effect; and a woman must also have intercourse with the
man in her, Coleridge perhaps meant this when he said that
a great mind is androgynous. It is when this fusion takes
place that the mind is fully fertilized and uses all its
faculties., Perhaps a mind that is purely masculine cannot
create, any more than a mind that is purely feminine, I

thought. 53.

It is significant that in each of Virginia Woolf's books there
is at least one character whose sexual proclivities are for his or her own
sex. On three occasions when-this character is male, it has some
resemblance to Lytton Sﬁraehey; St. John Hirst in The Voyage Out, Bonamy
in Jacob's Room, and Neville in Ihé Waves are the examples. In actual

fact, Strachey once:proposed marriage to Virginia, and was accepted.
Unfortunately, he '"realised, the very minute it was happening, that the

5l|'°‘and had, in the same breath,

whole thing was repulsive to me",
carefully to retract his proposal : "Her sense was amazing, and luckily it

turned ocut that she's not in love. The result was that I was able to

52; -'Mary Wollstonecraft', Collected Essays III, 195,..
53. A Room of One's Own (1928), 1965, 96-97.
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manage a fairly honourable retreat. 'After this incident, there
follow such letters to Virginia.as the word-picture of Strachey glowing
over Rupert Brooke on ;Ké Salisbury Plain., "I am such a Bonamy'', he
gleefully cries on one occasion. 22e
Virginia herself sometimes toyed-in her mind with the possibilities
inherent in an intimate relationship with her own sex: "If one could be
friendly with women'", she notes once in her diary after visiting a woman
friend, '"what a pleasure - the relationship so secret and private compared
with relations with men. -Why not write about it? Truthfully?" 56+ Her .
own adolescent infatuation for her tutoress, the sister of Walter Pater, .
is repr;guced in the relationship of Kitty and Miss Craddock in The

Years. There is also the rather embarrassing short story '"Moments of

Being: Slater's Pins have no Points" included in the A Haunted House

55,

collection. The sentence about the pins refers to a casual comment
in the story. The comment gains disproportionate meaning because of the
emotional significance of the situation, the attraction between a girl
pupil and a music mistress. The tale is nothing more than’private fantasy:.
‘"Julia blazed. Julia kindleds Out of the night she burnt'like a dead
vhite star, Julia opened her arms. Julia kissed her on the lips, dJulia
possessed it.'" There is no doubt that_Julia-is a remembered Clara Pater,
as is shown by an entry in the diary for September, 1926, where Virginia
muses about a possible book of characters, 'the whole string being pulled
out from some simple'sentence, like Clara Pater's 'Don't jou find that
Barker's pins have no points to them?' " 58.

In the story projected to follow To the lighthouse, discarded
as a plan after Virginia began reading Knole and the Sackvilles, she notes:

_"Sapphism is to be suggested." Later, the gallant tone she uses in her
letter to Vita'quoted above, announcing the prospect of Orlando, shows
that she had already begun to see her real-life subject with something of
the light of the character around whom the fantasy is woven. .This

amusingly curious quality of her imagination has bheen remarked on by Clive

54. March 1909, to James Strachey, in Virginia Woolf, and Lytton Strachey,
Letters, 32. The incident itself took place on February 17th. '

550 L] C_ij_;_o_, 103.

56, EEL’.‘L’, 69,

5 ° Y'! 67'700

5 [y Ppc 89-95.

58. Dia 9 99.
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Bell in 0ld Friends. 60,

Thus Orlando, of whom we learn that '"For the probity of
breeches she exchanged the saductiveness of petticoats and enjoyed the
love of both sexes equally",.sl' is a represeﬁtation of the adrogynous
artist. Nor is she the only character in the book to exhibit
vacillations of gender. The Archduchess/Archduke Hafriet, and Orlando's
husband, Marmaduke Bonthrop Shelmerdine, both @lternate alarmingly in
the.same way as does Orlando. "'Are you positive you aren't a man?' he
would ask anxiously, .and she would echo, 'Can it be possible you're not.
a woman?' and then they would put it to the proof without more ado.' 62.
This is given a further ambiguity at the end by the hint that Orlando may
be Shelmerdine. 63.

On pages 171-172 (133), the dual sexuality of the human mind is
directly explained: -

It was a change in Orlando herself that dictated her choice
of a woman's dress and of a woman's sex. And perhaps she
was only expressing rather more openly than usual - openness
indeed was the soul of her nature - something that happens to
most people without being thus plainly expressed. F¥or here
again, we come to a dilemma., Different though the sexes are,
they intermix. In every human being a vacillation from one
sex to the other takes place, and often it is only the
clothes that keep the male or female likeness, while under-
neath the sex is the very opposite of what it is above.

It is this balance between the sexes in the aptist's mind,
Virginia Woolf feels, that enables writers to understand and to recreate
convincingly both male and female characters.

' There is one further stylistic ingredient in Orlando which
deserves mention: 'Virginia Woolf's wit, which was obviously a prominent
feature of her personality in life, and of which her other ﬁooks do not
allow us enoughe Orlando's perception of the "dung-bedraggled fowl" of
Just is an example:

60. P. 98.
6l. 0., 200 (155).

62, 0., 232 (182). See also 147 (113), 163 (126).
63 0., 278 (218).
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In this case, Orlando's love began her flight towards him
with her white face turned, and her smooth and lovely body
outwardse. Nearer and nearer she came wafting before her
airs of pure delight. All of a sudden (at the sight of
the Archduchess presumably) she wheeled about, turned the
other way round; showed herself black, hairy, brutish and
it was Lust the wvulture, not Love, the bird of paradise,
that flopped foully and disgustingly upon his shoulders.
Hence he ran, hence he fetched the footman. 64.

I should like to end this chapter with a short quotation from
Orlando, one on the subject of style and technique ~ especially on the
communication of ideas without their explicit statement in the text -
which is both a plea for indulgence as regards the mock-style of the
novel - in fact as regards the whole extravaganza - and also an outline
of Virginia Woolf's own method: '

And so they would go on talking or, rather, understanding,
which has become the main art of speech in an age when
words are growing daily so scanty in comparison with ideas
that "the biscuits ran out'" has to stand for kissing a
Negress in the dark when one has just read Bishop .
Berkeley's philosophy for the tenth time. (And from this
it follows that only the most profound masters of style
can tell the truth, and when one meets a simple one-
syllabled writer, one may conclude, without any doubt at
all, that the poor man is lying.) 65.

6ke 0., 108 (82-83).
65. 0., 233 (182).



Through all the flowers the same wave of light passed
in a sudden flaunt and flash as if a fin cut the green
grass of a lakes (We, 129).

190.
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CHAPTER VII.

To a great many people, The Waves (1931) marks the pinnacle of Virginia |
Woolf's achievement. It is unddubtedly both her subtlest and her most
ambitious experiment, and, as she comments in her diary, "it was the

Lo at the same time, in the light

of the standards which she had set up for herself in her previous works,

greatest stretch of mind I ever knew',

it must be acknowledged that this book has certain defects, in -spite of
all its notable merits. The perfection of To The Lighthouse is

unassailable, but here, where Mrs. Woolf is attempting and achieving

more than she had ever managed before, she cannot entirely avoid falling
prey to the risks entailed by her embitious intention. This is not as
perfectly formed a work of art as the earlier accomplichment, in ways
which I shall examine at the end of this chapter. Nevertheless, The
Waves is both her most complex and her most advanced book. And, since.

To the Lighthouse is in some ways outside the mainstream of her own

personal evolution, The Waves is also the novel which must be counted most
characteristic of her, and thus by which she may most characteristically.
be judged. '

Part of the brilliance of this book lies in the way in which
it outpaces reason. For example, much of her imagery in all her other
books responds satisfactorily to a purely intellectual analysis. But if,
in The Waves, many of her images seem baffling at first, this is because
they have an inner emotional integrity of their own, and do not depend
solely on a reasoned combination of elements. Much more depends on the
emotive significance of the words used. Bernard himself provides the
model for us, for on page 135 (162) he analyzes the phrase "a fin in a .
waste of waters' entirely according to the associations which it has for
him, Another characteristic example of this type of imagery occurs in
Neville's stream of consciousness, when he is alone at night with the
person he loves: 'Now this room seems to me ceﬁtral, something scooped
out of the eternal night. Outside lines twist and intersect, but round

1. A Writer's Diary, 158.
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us, wrapping us about, Here we are centred." 2s This s 8s much
attempting to symbolisze in pictorial terms an emotional state as pointing
to something concrete. The point is that with this novel prose takes on
the function of poetry. Virginia Woolf is here attempting to give her
prose the compactness and emotive power of pooti.o imagery, as this entry

4in the diary proves:

The idea has come to me that what I want now to do is to
saturate every atom. I mean to eliminate all waste, deadness,
superfluity: to give the moment wholey whatever it includes. :
Say the moment is a combination of thoughti sensation, the

voice of the sea eee¢ Why admit enything to literature that
is not poetry = by which I mean saturated? Is that not my
grudge against novelists? That they select nothing? The
poets succeed in simplifying: practically everything is
left outs I want to put practically everything int ye# to
saturate. That is what I want to do in (The laves) ... but

made transparent. 3.
But the movement "beyond reason” whitch The Waves represents.

arises also from another influemce: Virginia Voolf's mystic experiences.
Vhen she first conceived of this work, she thought of it as an "abstract
mystical eyeless book", b The "reality" she often mentionsd, and some=
times felt so0 close to, seemed now to take on a mystical character, for
it is evident from brief notes in the diary that the metaphysieal
conclusions arrived at in her other novels were incapable of supplying her
with permanent solace: "for after all, that is my temperament, I think,
to be very little persuaded of the truth of anything = what I say, vhat other

people 88y ~ always to follow, blindly, instinotively with a sense of
leaping over a precipice - the call of - the call of « now, if I write
The Moths I must come to terms with these mystical feelings." °

It has never been generally realized that Virginia Woolf had

experience of a mystical nature, although even her earliest work The
Yoyage Out is alone encugh to indicate this. It was a profound influence,
perhaps a central one, in shaping her visioch. ' L

2e¢ Yo 128 (153). . ’
3 ﬁo;. 28th, 1928, Diary, 139. Perhaps it might be more precise to
sy above, in this comnection, that Mrss Woolf is attempting to
minpmncuhinottnhﬂchmmﬂhfmndmmw.

- be Diary, 137 .
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| The characteristics of the mystxc experzence have been

. described in Chapter II, in connection with The Voyage Out:-they involve

a "sinking down" into the subconscious, and at the same time a strong
apprehension of what is described as "reality" or '"being". Also involved
are a sense of personal "one-ness' coupled to a gradual loss of the '"'self",
and a.feeling of "union" with all people and all th}ngs. It is perhapauﬁ_;l
relevant to note that mystic phenomena sometimes occur as a side-effect . ..
of manic aepression. 6 It is possible that this was so in Vlrglnia
Woolf's case, as the following entry in the diary suggests.

I believe these illnesses are in my case - how shall I express
it? - partly mystical. Something happens in my mind. It
. refuses .to go on registering impressions. It shuts itself

" upe It becomes a chrysalise I lie quite torpid, often with
acute physical pain ... Then suddenly something springs ...

. I had a tremendous sense of life beginning; mixed with that
.emotion which is the essence of my feeling, but escapes
description (I keep on making up the Hampton Court scene in
The Waves see) ees I felt the spring beginning; and Vita's
Jife so full and flush; and all the doors opening; and this

. I believe is the moth shaking its wings in me <.. It is no _

" use trying to write at this stage. And I doubt if I can D
fill this white monster. 7. .

Clive Bell (Art, 73 ff) thought that it was not unlikely that
there is; as a generalization, a psychological link of some sort between
the emotions of artistic creation and mystic experience. This ccrtainly
» seems to some extent true in Virgiﬁia Woolf's case. The moth image - The '

'nggg was originally to be called The Moths - appears to uave a ccnncction '
. with this mystic sense of life in Mrs. Woolf's mind. Although the mystic

- experience always apperently "escapes description", the word "solemn" ]
which recurs frcquently thfoughout ber writings, seems to be a descriptive '
tag for thié, as wcll as for'the'related'response to significant form. -
But here ‘another image becomes especially important as far as the final

;6 See Prof, R.C. Zaehner M sticlsm,bacred and Profane Oxford 0 U P.,1957.
7. Fobi 16, 190, DlampTs3h. o s
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version of The Waves is concerned, that of the 'fin" which "appears above
a waste of wateré". 8. The phrase occurs as a "little rhythm" throughout.
the book, and the picture of the fin rising, rather like the lighthouse,
above the waves, seems to refer to the sense of "reality" provided by
mystic experience.

Mrs. Woolf first mentlons this image in her diary in September,
1926:

I wished to add some remarks to this on the mystical side of
this solicitude; how it is not oneself but something in the
universe that one's left with. Is it this that is
frightening and exciting in the midst of my profound gloom
ese One sees a fin passing far out. What image can I reach
to convey what I mean? Really there is none, I think. The

" interesting thing is that in all my feeling ad thinking I
have never come up against this before. ILife is, soberly
and accurately, the oddest affair; has in it the essence of
realitye I used to feel this as a child - couldn't step across
a puddle once, for thinking how strange - what am I? etc. Q.

Five years later, as she finishes The Waves, Virginia Woolf -
records: "I have netted that fin in a waster of wafer'which appeared to
me over the marshes out of my window at Rodmell when I was coming to an
end of To the Lighthouse." 10.

And yet it must be remembered fhat this element of mysticism

in Virginia Woolf's life was not allowed predominaqce in her art. A4s a
general rule, her intellect intervened, and she submitted all the material
provided by her subconscious to the examination of her reason. As

Bernard succinctly puts it in The Waves: "For I am no mystic;,something-
always plucks at me - curiosity, envy, admiration, interest in hairdressers

1.

and the like bring me to the surface." Yet, in this book, the mystic
element was allowed to play its part. It is probably to communicate this
feeling, without the intervention of reason, that Virginia Woolf decided
to discard prepared symbolism, and to use her images '"not in sef pieces,
as I had fried at first, coherently, but simply as images, never making
them work out; only suggest. Thus I hope to have the sound of the sea and
the birds, dawn and garden subconsciously present, doing there work under

ground, " 12.

8. w., 130 (156), 135 (162), 174 (210), 194 (234-5).

90 irz 101.
10. Op. citey 169,
11, %e TN (24,

12. Diary 169.
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The image of the fin is probably used for this purpose because
it represents an outward indication of somethlng that is hidden below the
surface: something beyond our understanding which yet, for the moment,
brings us a sense of 'reality's. Something of this same aura of "reality"
attaches to the person of Percival, the mysterious figure whom we come to
know only indirectly through the minds ef the six other characters. He
dies in India, and yet is mysteriously present at a meeting of the six at
Hampton Court many years later. He comes to represent. to each one all
that they are not: the possibilities that lie outside the scope of each
individual identity.

It is the myth of the need for "identity", Virginia Woolf
feels, that, by limiting human beings, masks them off froh contact with
this "reality". Like Rhoda, 13. ;

cross our puddles until we realize that our obsession with the accidents

we too, Mrs, Woolf is saying, cannot

_of "self" is trivial, and that by putting aside our personality, by
becoming what we are not, we open. ourselves to that "reality" which it
is one aim of art to express. This, as I shall hope to show in this

chapter, is the meaning that The Waves is intended to convey.
2e

The syhbol of the waves has been use&, as we have seen, with
various meanings in all of Virginia Woolf's bodks. We first met with the

"sea of consciousness" in The Voyage Out: there the waves seemed to

derlve something of their meanlng from the mood of the characters in the
boock, and thus came to represent the 1nescapable blind tide of fate. To
Terence, hearing them in the dlstance, they are‘like the rhythm of 11fe
and death (P.394)3 again, on P, 399, "the breaking of the waves on the
shore sounded like the repeated sigh of somé exhausted creature". In
Night and Day the image is-used most often as a conventional symbol for®
heightened and quickened feelings (P.145),-or of Mwaves of emotion"
(P.263) or simply instinct (P.291).

13. W, 46 (54).
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But in the main the waves are used in the books as an image of
‘the recurring processes of life, the impersonal cycle of birth and decay.
In this guise, the waves have two voices, as Mrs, Ramsay recognizes in
To the Lighthouse: |

the monotonous fall of the waves on the beach ... seemed
consolingly to repeat over and over again ... "I am
guarding you - I am your support', but at other times «..
had no such kindly meaning, but like a ghostly roll of
drums remorselessly beat the measure of life... and
warned her whose day had slipped past in one quick doing
after another that it was all ephemeral as a rainbow -
this sound which had been obscured and concealed under
the other sounds suddenly thundered hollow in her ears
and made her look up with an impulse of terror. 1k,

?he Waves, as we have seen, was originally to be called The
Mothse. The moth symbol, where it occurs in Virginia Woolf's work,
represents the individual struggling for a time against the forces of

15. By thetime she was

life and death, at last to sink down, overcome,
involved in writing The Waves the image of the single wave, rising and
falling back into the universal essence from which it came, seemed much
more appropriate to vwhat she wanted to express.s If "our lives" is
substituted for "our minutes" below, the thought is similar to that
presented in Shakespeare's Sixtieth Sonnet :

Like as the waves make towards the pebbled shore,
So do our minutes hasten to their end;

Each changing place with that which goes before,
In sequent toil all forwards do contend,
Nativity, once in the main of light,

Crawls to maturity ...

_ That Virginia Woolf identifies the lives of the six characters
with waves is communicated to us by such passages as this, on P.230,
where Bernafd, near to death, is thinking about the six: "an impulse
runs through us; we rise, we toss back a mane of white spray; we pound
on the shore; we are not to be confined,"

Used in this way, the imaée of the waves combines all the
méaniﬁgs so far attributed to it, for to see the children in the book

as rising out of a universal essence of life, feeling, and instinct, is

1"". 202. 9 29"% (18) . o
15 See 'The Death of the Moth', Collected Essays I, 359-361.
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to understand the way in which their consciousnesses are related to
the processes from which they arose. )

It is this inarticulate but changing world of nature and process
which is dominant in the passages of description that intervene between
the human sections of the book. If we are to understand the wave symbol
"in the way outlined above, then in the interludes between the s0liloquies
of the six characters, whom we join at various important stages of their
journey from childhood to death, we find an impersonal abstraction of
the relationship between individual human life apd history. The sun,
which in the interludes travels through the course of one day, rising
to a zenith and declining in sympathy with the ageing of the central
figures, represents-a single human life; while beneath it tlie waves roll
continuously onto the shore, a metaphor for the cahtinuousipahorama of
the whole of resurgent human existence. It is the interplay between the
individual life and the being of all:consciousness throughout time that
iies at the core of Egé Waves. Bernard expresses this on P. 82 (98),
in terms which bring out the relationship of man with all organic life:
"My daughters shall come here in other summers; my sons shall turn new
fields. Hence we are not raindrops, sSoon dried by the wind, we make
gardens blow and forests'rdgi; we come up differently, for ever and
ever.!" Mrs, Woolf is attempting to write, through the medium of her own
times, a representative parable for all history.

The interludes of description that: break ué and bridge the
nine periods 6f soliloquy have come in f6F a great deal of criticism,
on the grounds that they are mere decoration. Although it is true that
much of the ornament they contain is unnecessary, and that they do
provide Mrs. Woolf with scope for her most recessive and least admirable
gifts for extended lyricisiné, the interludes do perform several vital
functions. First, in acéordance with the principles of significant
form (each fart reflecting the whole), these passages of description,
in which human beings hardiy appear, represent the solid and enduring
beach, an impersonal inorganic world, across which the intermittent
waves of human consciousness roll and withdraw. The central image of

thé book is thus mirrored in its structure, for its separate chapters
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of stream of consciousness resemble the periodic waves. This certainly
seems to be the authoress's intention, for she identified the
soliloquies with waves, as this entry in the diary shows: she .conceived
the book as "a series of dramatic soliloquies. The thing is to keep
them running homogeneously in and out in the rhythm of the waves'. 16.
Secondly, a central element in these interludes is a house,
within a room of which the darkness is gradually dispersed as the sun
rises higher, only to increase once more as the day draws to a close.
This house symbolizes the theme of human "effort', the contribution to
the civilizing and subduing of chaos made by each brief human life. -
The room exposed more and more by the rising sun is the "dwelling-place"
that Rhoda finds within a symphony on P.116 (140) - "the thing that
lies beneath the semblance.of the thing'" - a place made fit for human
habitation by form-giving, a primary humen function, the one Mrs. Woolf
sees present beneath the appearances of art and civilization. Yet
chaos is never fully vanquisped, the shadows are never permanently abated,
- and there is always unresolved darkness in the room. | |
Thirdly, the passages of external description are necessary
to balance the totally subjective stream of consciousness sections:
"day" is necessary to balance '"night". Despite the soliloquies, The
Waves attempts to attain to the completeness of life by introducing the
elements of plant, animal, and material existence in the interludes.
As in 1life, they do not remain in their separate compartments, but are
blended in a subtle manner, for images and illustrations from the )
interludes continually recur in the minds of the characters, despite there
being no overt contact between the two. An exaﬁple is provided by the
birds which sing during these passages. On P.78 (93) they swoop down
and crack a snail shell against a stone. Then on P.88 (105), in one of
the human sections, at the meeting at which Percival is present, Bernard
muses that the six "have sung like eager birds each his owi song and
tapped with the remorseless and savage egotism of the young our own
‘snail-shell till it cracked". Even more than its function as-a device

to unite the book, this is a comment on the way in'which we appropriate

16. Diary, 159.
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our world: by comparing ourselves to it. Agaln, on P.54 (63) we see

the birds plunging their beaks into the "stlcky mixture" of an amorphous

sluge In his summing-up at the end ‘of the book Bernard describes Jinny,

Susan and Rhoda who "glpped their beaks in sticky, viscous matter; hard,
o

avid, remorseless" Also, in this seme summing-up Bernard twice
uses the image "a fin in a waste of waters" 18, which he thought of and
' 19.

Yet

the image first occured on P.166 (156), as part of an interlude. By

copied into his notebook during a much earlier trip ‘to Rome.

means like these the fusion of the separate areas of interest ip The Waves
is acéomplished; not expiicitly, but internally, by making use of the
reader's memory. )

A fish imagé occurs also in another context; in alway which
illustrates the relationship of the six to the sea from which they came.
Watéhing the others walking back towards him in fhe'evening light at
Hampton Court, Louis sees a mental picture of fish béing &raﬁn from the
sea:

The water is broken by silver, by quivering little fish ...
Iife tumbles its catch upon the grass. There are figures
coming towards us. Are they men or are they.women? They
still wear the ambiguous draperies of the flowing tlde in
which they have been immersed.''

"Now'", said Rhoda, "as they pass that tree, they
regain their natural size. They are only men, only women
eee They become Susan and Bernard, Jinny and Neville,
people we knows 20.

Se

The Waves, is Mrse. Woolf's most complex book, because ail her
concerns are present in it. The six characters each'in their own way
exemplifying one of the different issues that have been treated in
previous chapters.

For example, Louis has her sense of the pressure of ﬁistory
upon the present. He is preoccupiea with this from early childhood to
old age: always he hears ''the chained beast! which "stamps on the beach.
17. W., 175 (212).

18, W., 174 (210), 194 (234=5).

19. V., 134 (162).
20 W., 164 (199).
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11 2]-.

It stamps and stamps. This "rhythm'" which is present in his mind

at first consciousneSS'Za', recurs throughout his life. We learn from
the interlude on P, 107 (128) that the image refers to the pounding of
the sea: what Louis hears is the incessant tide of past history.

Related to this is the other historical image that accompanies him,

23

that of "women carrying red pitchers to the banks of the Nile." He

first becomes aware of this scene, too, in infancy:

Down there my eyes are the lidless eyes of a stone figure

in a desert by the Nile. I sée women passing red pitchers
to the river; I see camels swaying and men in turbans. I

hear tramplings, tremblings, stirrings round me. 2k,

This innate sense of the indissoluble relation between past
and present consciousness makes Louis the most traditional member of
the group. He feels as if he were always in touch with the original
source of being - on the "floor" on the sea of consciousness = from

which all their lives spring. He feels '"my roots going down and down . .

till they wrap themselves round some hardness at the centre." 25 He

seems "already to have lived many thousand years." 26.

This traditionalism seems to make Louis one of the most
conservative and defensive of the sixe Jinny's sudden-kiss on the back
of his neck, as a child in the garden, sets up in him a kind of
metaphysical fear which lasts throughout his life._27' Unlike Rhoda,

he overcomes his anxiety by an act of will, combines the "two

discrepancies" in him - the scholar and the man of action - and as

an adult goes into business, "from chaos making order" 2%; I roll the

dark before me, sprealling commerce where there was chaos in the far

parts of the world." '

2l. We, 41 (49)., See also p. 49 (57).

22, We, 6 (7).

23, We, 69 (82), See also pp. 48 (56), 119 (143).
ke We, 8 (9). ;

250 We, 25 (29).

26. W., 48 (56), 118-9 (142).

27. W., 9 (10), 28 (33), 69 (82).

28. E., 38 (Ml')o )

29. W., 119 (143).



201.

The passion for order and clarity which both Louis and
Neville share leads them, on P. 27 (31), to wish, as Mrs. Ramsay does

in To the Lighthouse, that the "moment ¢ould stay for ever". Louis
30,
1"

wishes "to fix the moment in one effort of supreme endeavour,

Neville, howevér, has an aesthetic outlook, and is essentially
an intellectual., His is the dividing and analyzing intelligence, for we
learn on P, 37 (43) that he admires the sort of person 'whose mind falls
like a chopper on a block'. Yet at the same time for him it is love
which is "the mystic sense of adoration which triumphed 6v¢r chaos"e In
this passage, the person at whom.this adoration is directed is hammering
a mallet, and after -this the image of the descending mallet accompanies
Neville as a rhythm throughout the book.- '

For Jinny, it is her-. beauty which resolves . chaos. Jinny's
beauty functions as Mrs. Ramsay's Lighthouse does: it gives to things
the order of significant form, so that "everythlng stood still in a
pattern" L. .

"There is Jimny", séid Susan. "She stands in theé door.
Everything seems stayed. The waiter stops. The diners
at the table by the door look. She seems to centre
everything; round her tables, lines of doors, windows,
.ceilings, ray themselves, like rays round the star in
the middle of a smashed window-pane. She brings them
to a point, to order. 32. . ' "

On P.92 (110) we are given as apt a description of Jinny - a
superficial yet not wholly unadmirable character = as is possible in a
paragraph: '

But my imagination is the bodies. - I can imagine nothing
beyond the circle cast by my own body. My body goes before
me, like a lantern down a dark lane, bringing one thing
after another out of darkness into a ring of light., I
dazzle you; I make you believe that is a11.

Jinn& ié? purely physical person, her activity is unimpeded,
and yet her sensuality is the result of vanity, for she lacks appetite,

She is both the least.sensitive and the most courageous of the group,

0. W., 28 (32).
3ls We; 92 (110).°
32. W., 86 (103),
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for she faces defiantly and without self-pity the gradual ageing of her
most prized possession, her body. From the very first utterance of her
consciousness, her attention ié focussed on appeérance, tex@ures and
colours, The "rhythﬁ" that accompanies her is her dream ofhsitting Yon
my gilt chair, with my frock billowing .round me like a flower." 33. .
(On P. 87, at a d;nce,.her'wish is fulfilled). Significantiy, the first
thing she noticés about Percival at their last meeting with him‘is that
he has not.dressed for the occasion. Se |
most clear-sighted .of them all.

As Percival is Virginia Woolf's perfect man, Susan .is her

And yet she is scmetimes the

fulfilled woman. In contrast to Jinny's sensuality, Susan identifies
herself with the seasons and the processes of nature:

I shall lie like .a field bearing crops in rotation; in the.
summer heat will dance over me; in winter I shall be cracked
with the cold. But heat and cold will follow each other '
naturally without my willing or unwilling. . My children will
carry me on; their teething, their crying, their going to
school and coming back will be like the waves of the sea
under me., 35. .

OnP. 71 (84),-she-imagines'her lover coming: - "T; his one
word I shall answer my one word. What has formed in me I §hall give
him," , ’ a
All these characters, in essence, of coﬁrse represent only single
aspects of one éomplete pé}songlity. They are the '"six or seven"
selves, standiﬁg for."thousands".within 2 united personality, .that .the

36.

Court scene is an indication of their affinity in the psyche: Susan,

authoress talks about in Orlando. Their grouping in the Hampton

the completed woman, is close to Bernard, who strives towards completion
through art and identification with others,..Neéille, the intellectual,
and Jinny, are both sensualists of different kinds, botﬁ advocating
"ove" of different kinds. There is nowhere any clear borderline between
the different personalities, and they both oppose and yet are akin to
each other in a variety of different ways. 'Also one person for a time'
assumes another's ideas, and the guidelines to each character laid down
33. W., 33 (39), 100 (120).

3h4e W., 88 (105).

35. W., 94 (112-3).
36. 0., 278 (218).
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here cﬁart no more than the most consistent characteristic of each. But

on the extremities of this single mind lie Louis and Rhoda, the youngest

children, the last to be deposited by the wave on the beach. Both are

tormented by a variety of angst. ILouis turns this into the drive behind

his ambition. To Rhoda, however, it brings on the collapse of her personallty.
-Rhoda is typified by the following paragraph:

One moment does not lead to another., The door opens and the
tiger leaps. You did not see me come oo« I am afraid of you
. alle I am afraid of the shock of sensation that leaps upon
" me, because I cannot make -one moment merge in the next. To
me they are all v1olent ‘all separate ... Because you have
an end in view - your days and hours pass like the boughs of
forest trees ... But there is no single scent, no single
body for me to féllowe And I have no faces I am like the
foam that races over the beach +.. I whirl down caverns,
and flap like paper against endless corriders 37.

'Rhoda stands in an important relation to Bernard, because where
he tries to throw off his identity - to merge with other people, in order
to reach "reality" - Rhoda is driven by her own lack of personal identity
‘to commit suicidee: I shall have more to say about this relationship
between Bernard and Rhoda, and that between Bernard and Neville, in the
final section of this chapter, where I shall examine the identity theme.
It is this - the problem of identity - that is the central concerﬁ of this
novel. ' '

But Rhoda does have certain positive functions in The Waves.
While she is the most introverted and withdrawing of the group, longing
always for '"pools lying on the other side of the world reflecting marble
columns' where ''the swallow dips her wings" 38’, she is also the most
hystic, the mogt visiénary. Left alone in the classroom as a child to
finish her s;gs, she sees the loop of the figure on the blackboard "fill

with time', As an adolescent, she longs to present a bunch of

flowers she has picked to someone, and can find no-one to give them toe °
Much later, on P, 117 (141); after Percival's death, she throws a bunch
of violets into the waves as an offering to him. As the gesture
indicates, no ordinary "human" reality will satisfy her,

. . On page 99 (119) we are given a picture of what Rhoda's

conception of the' ultlmate "reality" is:

37 Mo, 93 (112)..
380 w', 76 (90)0

39, W., 15 (17).
hn W b1 (LRY.
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But it is not you; it is not you; it is not you; not Percival,
Susan, Jinny, Neville or Louiss. When the white arm rests

upon the knee it is a triangle; now it is upright - a column;
now a fountain, falling. It makes no sign, it does, not
beckon, it does not see us., Behind it roars the sea es. -
There I go to replenish my emptiness, to stretch my nights

and fill them fuller and fuller with dreams. And for a second
even now, even here, I reach my object and say '"Wander no more.
All else is trial and make-believe. Here is the end"

In the, same way, on P. 116 (139), attending a concert after
Percival's death, Rhoda is able to penetrate to the reality behind the
piece of music. This section, which has been;ﬁidely misintérpreted by
critics, refers to the significant form_produced by the musicians, which,
as their contribution to the struggle for civiiizafion-and'order,
provides temporary security for the 1istener;_much as does Rhoda's
abstract "reality": o )

"Like" and "like'" and "like" - but what is the thlng that
lies beneath the semblance of the thing? ... There is a - -
square; there is an oblong. The players take the square
and place it upon the oblonge. They place it very
accurately, they make a perfect dwelling-place. Very
little is left outside, The structure is.now visiblej;:
what is inchoate is here stated; we are not so various
or so mean; we have made oblongs and stood them upon
squarese. This is our triumph; this is our consolation.
The sweetness of this content overflowing runs down
the walls of mind, and liberates understanding. Wander
no more, I say; this is the end. The oblong has been set
upon the square; the spiral is on top. We have been
hauled over the shingle, down to the sea. '

The sentence beginning "Wander no more ..." which is common to
both extracts, indicates that the "reality" of the viéionary, and the
sense of "reality" provided by the work of art, are one and thé same,
The nature of this "reality" is an experience of contact, after being
"hauled over the shingle', with the "sea" of universal being, out of
which our waves of individual existence rise. .

Thus Rhoda is of vital importance’ in The Waves in that it is
left to her to communicate this fundamentzal insight. But despite the
fact that: her own private dissolution - she drowns herself in the sea -

becomes, considering its meaning for her, a sort of private "triumph',
: : SN .
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Rhoda emerges as a negative figure. Bernard considers her his "opposite!
because mysticism or aestheticism alone is for him not enough., He
requires the ultimate réturn.to the world of people, and in this Bermard
is given by the authoress the final say.

Rhoda's emotion of "reality'' lies at the heart of the two .. .
"moments'', the.twin emphases of the book. 42, The. pattern of the two .

moments of union in To the Lighthouse, at the end of each of the major

sections, recurs in The Waves. The first of these climaxes occurs when
the six meet in a restaurant in London in order to say good-bye to a
youthful Percival, who is 1ea§ing for India. Many years later, in middle
age, they come together again at Hampton Court to commemorate the'fifst-
meeting, The presence of the dead Percival is mysteriously with.them
once again, and with his help they achieve the mystic sense of union and
permanence that they briefly felt on the original occasion. These are
"moments" in Virginia Woolf's sense, for they have all the
characteristics of formed works of art.

Percival, as Rhoda says above, is not himself the "reality"
they séek. But he represents to them that which they need in order to
reach this reality, this oneness with each o6ther amnd thus with the sea
of undifferentiated existence.from whiéh they come. It is only when they
are gathered together in Percival's presence that they experience this
sense of mystic union. In this respect Percival resembles Mrs., Ramsay:

43.

"He sat there in the centre'', as Bernard says. His function in the

novel is indicated for us in retrospect - by Bernard, once again:

We saw for a moment laid out among us the body of the
complete human being whom we have failed to be, but at the
same time, cannot forget. All that we might have been we
saw, all that we had missed, and we grudged for a moment
the other's claim, as children when the cake is cut, the
one cake, the only cake, watch their slice diminishing. W4.

This is perhaps the most important clue in the book to the
true nature of Percival. What he represents is all the possibilities of

personality still open to each of the six, and ﬁot explored by them,

’+2. See Hog 99 (119)0
43, W., 109 (131).
L, W., 196 (238).

L3,
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The mysterious figure of Percival comes to stand for their dead ideals;
he completes with them a globe of "total personality", thus enabling
them for the moment to throw off the limitations of individual identity,
and to come in contact with.the-"reality", the sea of universal being,
of total idemntity, from which as limited-individuals they first came.
India, to which Percival travels and where he dies - tlie India of E.M.
Forster and Mrs. Moore - is associated with this reality, for.as Rhoda .. .
says-on P. 99 (119), "beyond India" is-the place where this sea lies.

India, like the Amazon forest in The Voyage Out, becomes a symbol of

the last outpost of reason, the last, primitive stronghold, situated in
fact in the subconscious, of the embryo individuval. It must be evident
that-here, in her most elaborate achievement; Virginia Woolf is in many
ways back with the Rachel of her first novel.

It is Bernard, too, who, looking at pictures in an art gallery
after Percival's death, comprehends precisely Percival's significance

45,

for him: "I recover what he was to me - my opposite.” The same
could be said of Percival by each of the group. He represents to each
of them what  they are not. We learn 'from Between the Acts that it is

the function of the artist to help people to become their opposite, and

so it is doubly significant that Bernard goes to an art gallery to
recover the sense-of Percivale As Bernard feels: ''lines and colours:
almost persuade me-that I too-can be heroic, I, who «e. vacillate
weakly making phrases according to my circumstances".  This leads him
on to a discovery, an analogy between the feeling of permanence he finds
in art and his sense of the enduring existence of Percival. But at
this further discovery he can only hint: “Ideas bresk a thousand times -
for once that they gldbe themselves entire. They break, they fall over
me. 'Lines and colours they survive, therefore ese' "o -°

Bernard's position in relation to Percival is impdrtant,

because Bernard, in his function as an artist, is Percivel's successor,

As a person, he takes on Percival's function by being responsible for

45, W., 111 (133).
46, W, 112 (13h).
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the second meeting at Hampton Court. The likeness here to the structure
of To the Lighthouse ... .is striking: ostensibly Bernard, like Mr.

Ramsay, is fulfilling a broken promise, a promise to visit Hampton Court
with Percival. As a noveiist, also, he is attempting by an act of will
to attain to what the other by nature possesses. He attempts by projecting
himself into other selves to actualize all possibilities open to him, and
this leads him eventually to dispense altogether with the necessity of
"self"; But the problem posed by Bernard as novelist, and his
relationship to the central "identity theme" deserves examination on its
own, and for this reason will be developed in-the final section of this
chapter.

To return to Percival: it is Louis, appropriating briefly, in
the close union of the original '"moment'" in the restaurant, part of
Bernard's consciousness, who best expresses the nature of this "moment',
and Percival's place in it:

"Tt is Percival, said Louis, "sitting silent ..., who makes
ua aware that these attempts to say 'Iﬁm this, I am that’,
which we make, comming together, like separated parts of one
"body and soul, are false., Something has been left out from -
fear. Something has been altered, from vanity. We have
tried to accentuate differences. From the desire to be
separate we have laid stress upon our faults, and what is
particular to us. But there is a chain, whirling round,
round, in a steel-blue circle beneath." 47,

"For one moment only", said Louis. "Before the chain
breaks, before disorder returns, see us fixed, see us.
displayed, see us held in a vice." 48,

Appropriately, it is left to Bermard the novelist to see the
relationship between this "swelling and splendid moment created by us from
Percival" and the formed work of art:

‘We have proved, sitting eating, sitting talking, that we can
add to the treasury of moments., We are not slaves bound to
suffer incessantly unrecorded petty blows on our bent backs.
We are not sheep either, following a master. We are creators.
We too have made something that will join the innumerable
congregations of past time. We too, as we put on our hats
and push open the door, stride not into chaos, but into a
world that our own force can subjugate and make part of the
illumined and everlasting road. 49.

¥., 98 (11.7).
48, W., 102 (122),
k9, W., 1045 (125),
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L,

Most of the technical devices used in The Waves have been met
with before in Virginia Woolf'S'work. However, they are employed here
with the éreatest subtlety. An example is her use of what E.M. Forster
called the "little rhythm" - the continued recurrence of an important
phrase or image - which is made to function mainly as a psychological
- tool in this novel. Childhood happenings of particular significance are
alluded to in later life by means of this: for instance the apple tree
on P, 17 (20) which Neville feels that he cannot pass. lihen, as an adult,
he hears of Percival's death, he feels: !'"The seils of the world have
swung round and caught me on the head ses There stands the tree which I
cannot pass." 20
punctuated for Nev1lle by the substitute lighthouse symbol: the windmill
with its sails, which, 11ke the passing ‘beame of the lighthouse, signify

The moment and the image of the apple tree are

the passing of 1nterm1ttent moments of order and the re-emergence of
chaose The psychologlcal check imposed upon Nev111e by the unconscious
remembrance of the childhood experience becomes real for us, too, because
our memories partake in it. It is as if the book creates its own
psychological reference which our minde also draw oh, by the use of
"little rhythms'": as if we too are conditioned by the ch11dhood
experiences which "happen in one second and last, for ever," 1.

Another subtler, moré concealed éxample of the psychologlcal
use of the "little rhythm" is prov1ded by Bernard at the end of the long
extract quoted separately above: his phrase '"unrecorded petty blows on
our bent backs!" sets up in our minds echoes of Louis' childhood reaction
to Jinny's kiss on his neck in the garden, on P. 9 (10).

A major innovation in the principal sections ie the
inconspicuous use of decorative ''conceits". These usually serve some
technical function at the same time. Fo; example, Jinny's first dance
on P, 73 (87) is treated in the;form of a ballet of manners throughout.
Even her flirting is ordered as a kind of prose dance., Also, pp. 143-145
(172-174) Louis repeatedly returns to his private reading of a verse of

50. We., 107 (128).
S51. W., 170 (205).
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poetry; and yet each time is waylayed by his own mental digressions on
his destiny., Each time; his reading gets no further than:.'O weséern
winé, when wilt thou blow/That the small rain 40wn can rain?" These
lines seem to punctuate and té comment on his musings. His train of
thought at last comes round to his sexual relationship with Rhoda. At
the seme time he manages to finish reading the verse, which, with the
addition of the last two lines, accompanies his thoughts with a loud
final note of bathos:

0 Western wind, when wilt thou blow,
That the small rain down can rain?
Christ, that my love were in my arms,
And T in my bed again!

A device of a different kind, enabling the authoress to compress
an entire school career into one year, is her deliberate confusion on-
P. 47 (55) of the first day of the summer holidays with the first day after
the six leave school for good. Another opportunity for“ambiguify arises
shortly after this, over Bernard's inability to find his ticket in the
train. As Neville comments: '"he is somehow to be pitied, breasting the
" world with half-finished -phrases, having lost his ticket'. 24 In
Neville's eyes, it is the '"ticket!" to the complete command of life that
he has really lost. .

The treatment, as a technical device, of Bernard's summing-up
which takes up the final fifty pages of the novel deserves some comment.
It represents, in fact, the eomplete artistic statement in the service of
which Bernard has all his life been collecting phrases in his note~book,
but which he has never previously managed to combine into a whole. All
the notes that we have witnessed him entering into the note-book are
incorporated into this summing-upe On P. 26 (30), for example, in youth,
Bernard makes acdnote of the expression "butterfly powder'. Later, after
the death of Percival, he is envisaged by Rhoda as entéring, an
imagination, ;omething under the heading "Phrases to be used on the death
1 53

of friends.' In his final summing-up, Bernard looks at his note-book

for the last time before throwing it away, and reads: '"under B, butterfly

52, W., 5L (60).
53, We, 114 (137).



210,

n She

first and last letters of Bernard's name: his journey from youth to age

powder, under D, ways of naming death. Significantly, these are the
has been completed, as has his artistic journey.

In contrast to the soliloquies, the summing-up is treated
partly in an external, objective manner, and, as is characteristic of
Virginia Woolf, certain incidental details thus only become available to
us at this point, contributing to the sensation of '"rounding'. For
instance, at the meeting at Hampton Court, Rhoda makes a cryptic remark
about chilblains. 25+ On P. 173 (209), in Bernard's final statement, we
learn for the first time that Louis has suffered all his life from
'chilblains. The reference Rhoda has made ié explained. It is details
like these that contribute most to the reality and coherence of the novel.

Something has been sald in the preceding section about the
treatment of the fi¥st "moment'". This moment, compounded both of

n 56e

Percival, without whom "there is no solidity s but also seemingly of

such things as forests and far countries, happiness, beauty and repose,

the future and the everyday 7.

s is perhaps the most subtly conceived
passage in all Virginia Woolf's writing. In it we watch, from a vantage
point inside each consciousness, the effect of communication at work within
a groupe During the course of this '"moment", each person remains himself,
but at the same time, without the reader being able to overhear what they
are saying, the characters adopt ideas and attitudes from each others'
minds. We are shown how sensitive.to, and aware of, the substance of

each others' identity each character has unconsciously become.

There do, however, seem to be certain failings. Unfortunately,
part of the imagery, especially in the lyricising sections, the interludes,
is none too successful. While it succeeds in conveying a sense of the
impersonal and grotesque, there is often a fascination with description
for its own sake. In places a tone of fevered, almost decadent languor

creeps in; for example, this description of birds: '"lovelily they came

5. W., 206 (250).
55. W., 158 (192).
57. W., 104 (125).
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descending, delicately declining''. 5&' This is really a ''savouring',

or prolongation, 6f an entirely artificial moment: it is the words that
are dwelt upon, not what they refer to. The attempt is to convey an
arabesque motion by means of sounds, but the subject does not merit the
treatment. In its context, the unintended effect is thus- of -a retreat
from reality. All the same, there is some fresh md pleasing imagery
within the interludes, for example the following, which refers to light
and shadow falling on a hillside: 'hills smoothed into slabs as with the.
back of.a spade had -a light in them as if a ward;;, deep within, went

n 5%

from chamber to chamber carrying a green lamp. But even the sentence
from which this is taken is over-ornate, for it has three "as ifs" in it,

each of them introducing new similes.

Se

It is possible to sﬁeculate that in conceiving The Waves,
Virginia Woolf once again received some incentive from E.M. Forster's book
Aspeﬁts of the Nbvel. At the time of the publication of To the Lighthouse,

Forster writes:

Between Sterne and James Joyce, scarcely any writer has tried
either to use the facts of birth or to invent a new set of
facts, and no one ... has tried to work back towards the
psychology of the baby's mind and to utilize the literary
wealth that must lie there. Perhaps it cannot be done. 60,

It is characteristic of Mrs. Woolf that the immensities of such
a challenge should in no way deter her., As distinct from Joyce, she
chose to explore the influence of the infant mind as if relayed through
the adult voice of an invisible "interpreter", for The VWaves records not
so much the words that form in the mind, but rather seeks ‘to expréss in
words the emotions and nuances that accompany consciousness. In
concentrating her attention on what lies "below" thought rather than on
the thought itself, the authoress is providing herself with the means to
express the intimate nature of a single mind - for all the "voices" in

The Waves compose a whole = from birth to death.

58. W., 53 (62).
59« W, 106 (127).
60. Aspects of the Novel, 59.
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There is only omne noté?le omission in the soliloquies which
deserves notice; as has often been remarked, the influence of the pufely
physical drives is treated only in terms of inexplicit symbolisme. The
accusation that Mrs. Woolf's literary prudishness has in some measure
deprived The Waves is here unavoidable, since it must be admitted that
this is of all her books tﬁe one which attempts most to satisfy Terence
Hewet's early demand for "a novel about Silence ... the things that people

L.

don't say'. Thouéh in attempting to examine the mysterious forces
and processes behind human life, it must be conceded that the novelist
has moved at least part of the way in this directién.

- I have spoken above of The Egzgg,aé being about a single mind,
This is true, but must at the same time be interpreted in am unusual way.
The fact is that with this novel, Virginia Woolf is attempting to
establish the prototype for a new sort of fiction: a fiction which is
the antithesis of what she called the "egotistical writing of Dorothy
Richardson and Joyce. Despite all that Leopold Bloom might prove to the
contrary, Virginia Woolf is not perhaps the only reader to feel that
James Joyce did not, for all the comparative detachment of his method,
succeed in his design to eradicate the evidence of his authorship
completely from his work, so that he himself would seem to remain aloef,
"paring his finger-nails"; Like Mrs. Woolf, many readers may on the
contrary have been left with the semse that in the final analysis one
purpose of the brilliant and complex technigque, however édmirable, is to
draw attention to its inventbr, and that his early preoccupation with his
single Stephen Hero remained in the later novels the centre of his concern.
Obviously enough, someone with the views that we have seen Mrs. Woolf to
hold, especially those referring to communication and identity, would
find autobiographical fiction anathema. She has this reservation about
Ulysses: "Is it due to the method that we feel neither jovial nor
magnanimous, but centred in a self which, in spite of its tremor of

susceptibility, never embraces or creates what is outside itself and
beyond?" "=° Whether this is justified or not, it is certain that

6l. V.0., 262. -
62. '™Modern Fiction", Collected Essays II, 108.




213:

Virginia Woolf felt that the greatest danger to fiction lay in the
"damned egotistical self; which ruins Joyce and Richarson to my mind". 63.
So with The Vaves, Virginia Woolf once again attempted to
match the particular method she used to her insight. Each character in
her book, as has been shown, posesses a quality that we have seen to
belong also to the authoress. Each character may thus be said to be an
exaggeration of some aspect of the novelist's own personality. And yet
at the same time, almost every one of the different figures in the book
seems to be also indirectly based on someone within Mrs. Woolf's immediate
circle of friends. This identification of her friends and herself, even
though this would have been of private significance at the time, is
intended as a deliberate indication of the human potentiality for
"embracing or creating what is outside itself". '

Leonard VWoolf, in Beginning Again, identifies Bernard, the

novelist, for us. Bernard, while being the direct representative of his
creator in her function as an artist, is at the same time drawn in part
from Desmond McCarthy, the brilliant talker, who was supposed in his
Cambridge days to have great talent, but never later fulfilled this early
promises Leonard Woolf perceives that there "is something of Desmond in
Bernard in The Waves'. 64 He adds this caution, however: "But Bernard
is not Desmond ; none of Virginia's characters are drawn completel& or
photographically from life." 65. '

Leonard Woolf, Thoby Stephen, Lytton Strachey, Maynard Keymes,
and Desmond McCarthy were all at Cambridge together, as were other members
of what later came to be known as the Bloomsbury Group. Of Thoby Stepheg,
Leonard Woolf writes in Sowing, that "His face was extraordinarily
beautiful and his character was as beautiful as his face «.s monolithic
character +.. monolithic common sense ... monumental judgments <.. He had
greater personal charm than anyone I have ever known, and ... he seemed,
and I believe was, entirely unconscious of it,.," éé. It is evident thét
this brother of Virginia, who died in Greece when the Stephen children
63. Diary, 23.

64, Beginning Again, 141.

65. Ope cit., 143,
66. %Ewin C 1ok,




21k,

were on holiday there, profoundly affected Leonard Woolf and the other
members of the early Bloomsbury circle. Precisely the same adjective
"monolithic! is used by Bernard to describe Percival on P. 59 (69) of
The Waves. Leonard Woolf confirms that "There is no doubt that Percival
in that book contains something of Thoby Stephen, Virginia's brother, who

7o

died of typhoid aged twenty-six in 1906." Having completed her book,
Mrs. Woolf contemplated dedicating it to Thoby, as the Diary shows
(P.169). '

The other characters, too, seem to have had their counterparts
in life. As has been mentioned in the previous chapter, ''there is some-
thing of Lytton in Neville'", 68. as Leonard Woolf tells us. Also, this
description in the diary of Karin Stephen, Adrian Stephen's wife, bears
a strong resemblance to what we know of Rhoda: "Karin coming in late,
predacious, stfuggling, never amenable of comforting as, poor woman, no
doubt she knows: deaf, twisted, gnarled, short, stockish, baffled, still

she comes." 69.

However, as far as the remaining characters are concerned,
we have no direct evidence and can only speculate - is Louis a combination
of various elements, some of them drawn from Maynard Kéynés, others from
Leonard. Woolf himself, and does Jinny in any way resemble Carrington,
Stréchey's mistress? .But speculation like this is unnecessary, for we
have enough clues in our possession to guide us to Virginia Woolf's
method. ' |

In this section I have been considering the identity theme of
this novel. However, it is difficult to proceed to the heart of this
matter without understanding of the fact that on one level The Waves can -
be seen as a study in group consciéusness. With the example of the
Bloomsbury Group before her, Mrs, Woolf has here recorded both the
evolution of a "group" identity, and also the unconscious ties that develop
as a result to bind such a community., There is an entry in the diary for
April, 1925, which remsrks on the phenomenon of the individual personality

adapting to a common "group' norm, ''where people secrete an envelope which

67. Op. cit., 123.

68. Ibide - .

69, Virginia Woolf's diary, May 26, 1932. Quoted by Leonard Woolf in
Downhill All the Way, 150. An indication of the tone of some of those
parts not included in the published diary. Virginia Woolf's severity,
redeemed by the lengths of exaggeration to which it extended, is an
asspect of her personality still not available to public view.




215.

connects them and protects them from others, like myself, who am outside
«e+ The party comsciousness ;.. you must not break it. It is something
real. You must keep it up - conspire together." 70. . _
.In The Waves, the '"one mind" of the characters is meant to

have a real existence, both in the consciousness of the authoress herself
and in that of her persona Bernard. It is meant to- illustrate the heart
of her identity theme, her advocation of the impersonality of the artist.;
But. by this she means something rather different from T.S. Eliot's use

of the term in his Selected Essays: "What happens (to the poet) is a

continual surrender of himself as he is at the moment to something which -
is more valuable. The progress of an artist is a continual self-

7L To Virginia. Woolf,

sacrifice, a continual extinction of personality'.
there is no “"self-sacrifice" in impersonality; impersonality is a natural .
state of mind which egotism corrupts. ©She sees the artist as the mediator
between the individual and all the personality which is qutside him£
impersonality is not a mysterious rite belongiﬂg to the artist alane.

Her conception of impersonality advocates that the self "amplify' itself
to identify with all other personality, and thus contain it.

Virginia Woolf's most comprehensive statement of her position
may be gleaned from her essay 'Street Haunting'. Significantly for 6ur
understanding of The Waves, it was written in 1930, -The writeé is
watching people in the street:

Into each of these lives one could penetrate a little way,
far enouth to give oneself the illusion that one is not
tethetred to a single mind, but can put on briefly for a
few minutes the bodies and minds of others. One could
become a washerwoman, a publican, a street singer. And
vwhat greater delight and wonder can there be- than to
leave the straight lines of personality and deviate into
those footpaths that lead beneath brambles and thick tree
trunks into the heart of the forest where live those wild
beasts, our fellow men? .72.

That this conception of the possibilities open to personality.
is directly related to her other }deas, especially to her Bradleian notion,
discussed in chapter IV, of a shared universal consciousness, need not be
70‘. .22’ 75.
7X. 'Tradition and the Individual Talent', Selected Essays, 17.

72. Collected Essays Iv, 165.
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emphasized. Of course, if such endless numberé of footpaths are open to
personality, then, Mrs. Woolf says, the fact that we apparently possess .
fixed ordinary selves must be merely a product of the necessities of our
daily lives. It is the function of the novelist to restore us to our
original world of illimitable existence, or so Mrs. Woolf believes:

But what could be more absurd? It is, in fact, on the
stroke of sixj it is a winter's evening; we are walking

to the Strand to buy a pencil. How, then, are we also

on a balcony wearing pearls in June? What could be more
absurd? Yet it is nature's folly, not ours. When she

set about her chief masterpiece, the meking of man, she
should have thought of one thing only. Instead, turning
her head, looking over her shoulder, into each one of us she
let creep instincts and desires which are utterly at
variance with his main being, so that we are streaked,
variegated, all of & mixture; the colours have run. Is

the true self thisiivhich stands on the pavement in Jamuary,
or that which bends over the balcony in June? Am I here,
or am I there? Or is the true self neither this nor that,
neither here nor there, but something so varied and
wandering that it is only when we give rein to its wishes
and let it take its way unimpeded that we are indeed ourselves?
Cir cumstances compel unity; for convenience sake a man must
be whole. The good citizen when he opens his door in the
evening must’ be bankér, golfer, husband, father; not a
nomad wandering in the desert, a mystic staring at the sky,
a debauchee in the slums of San Francisco, a soldier
headihg a revolution ees 73 ' .

William James, in his Principles of Psychology, has also

described this "limitation of self'":

Such different characters may conceivably at.the outset
of life be alike possible to a man. But to make only one
of them actual, the rest must more or less be suppressed.
So the seeker of his truest, strongest, deepest sélf must
review the list carefully, and pick out the one on which
to stake his salvation. 7h4.

The act of writing fiction, no less than that of reéding_it, '
constitutes an escape from the limitations of personal identity;ihé sobé“'
of authorship Virginia VWioolf is defending - described in this entry in
the diary for 1937 (P.285): "I think writing, my writing, is a species of °

73e 'Street Haunting', Collected Essaxg,IV,'160-l.
7"". I 9 Do 3100 ) -
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mediumshipe I become the person." 7 is the method she used in The
Waves, It was first employed by her before the beginning of the twenties. '

A short story written before the publication of Jacob's Room,'An Unwritten

Nove1'76', is woven around the narrator's speculation (unjustified) about
a silent middle-aged lady sitting opposite her in a railway carriage.

That the "mediumship" of the novelist may, as in this case, be mistaken,
the authoress seems to be saying, is of no consequence as regards the
finished work of art. Mrs. Woolf's efforts in this direcfion in life must
partly explain her curious - and to some of her victims, disturbing -
habit of présenting strange Qisitors:with fictitious lives of themselves
when they came to call, a habit which Clive Bell describes in 0Old

Friends (P. 98).

There is further evidence of her notion of the medium-like.
impersonality of the artist in two other essays. Perhaps the most important
of all as regards The Waves occurs in 'How it strikes a Contemporary' 77.
Here Mrs., Woolf arrives at the conclusién that-to contain all personality
is to be free from pefsonality altogether. ©She says of her contemporaries:
"The most sincere of them will only tell us what-it is that happens to
himself. They cannot make a world, because they are not free of other
human beings." (P, 159). She accuses these authors of "timidly" passing
about "from hand to hand and book to book only the meanest éopper coins"
(P, 160). Her conclusion here is that "To believe that your impressions
hold good for others is to be released from the cramp and confinement of
personality" (P, 159), and this, too, is the conclusion presented by The
Waves. |

"The art of writing'", Virginia VWoolf says in '"Letter to a Young
Poet" (1932), "can be learnt ¢s. drastically and effectively by imagining
that one is not oneself but somebody different. Can you doubt that the
reason Shakespeare knew every sound and syllablé in the language ... Was
that Hamlet; Falstaff and Cleopatra rushed him into this knowledge''. 78,

It is after the trial of this identification with others that the novelist,

75. Diary, p.285.

76. A Haunted House, 12-23.

77. Collected Essays II, 133-16l.
78+ Collected Essays II, 193.
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Bernard, is left alohe at the end of The Waves. He has achieved his
freedom from others by banishing the barriers that divide him from them,
and for which the interludes between the soliloquies become a symbol.

His summing-up is a synthesis of the whole book, and at the end of it
Berhard sets aéide his own identity in an attempt to enter the common sea
of total communication for which he yearns, and for which his phrases are
only a token. .

The tofal meaning of this novel, despite the fact that its
conclusions follow naturally on those of the novels that precede it, was
sufficiently portentous for Virginia Woolf herself not to be able. to
grasp its whole impact at once with her conscious mind. Her statement in
the diary on page 174 that "What it means I myself shan't know until I

" write another book. And I'm the hare, a long way ahead of the hounds my
critics" (September 22nd, 1931), is a clear revelation of the part

played by the subconscious in her writing. She often avowed this factor.
to be present in the creation of most art, in common with the rest of the
Bloomsbury thinkers. At the same time, as will be shown separately in
the next section, the meaning I have outlined is quite clearly displayed,
in particular in Bernard's soliloquies.

The authoress appears to have become properly conscious of the
intention behind the book during the following year. Its profound effect
on. her is demonstrated by the following extract from the diary, for
October 1933, written in response to an unfavourable review:

I wrote a sarcastic letter to the N.S. - thus procuring more
raindrops. This metaphor shows how tremendously important
unconsciousness is when one writes. But let me remember
that fashion in literature is an inevitable thing; also that
one must give and change; also that I have, at last, laid
hands upon my philosophy of anonymity. My letter to the
N.S. is the crude public statement of a part of it. How.
odd last winter's revelation was! freedom; .. I will go on
adventuring, changing, opening my mind and my eyes,

refusing to be stamped and stereotyped. The thing is to
free one's self ... October might have been much worse
without my philosophy. 79.

79. Diary, 213.



/ 219,

Yet is there not in all this, in spite of Mrs. Woolf's
assertions to the contrary, a hint of Clive Bell's original manifesto of
Bloomsbury "ivory tower' aestheticism: '‘those who achieve ecstasy are
those who have freed themselves from the arrogance of humanity.!

Naturally, Mrs. Woolf's method over-simplifies the sources of
difference between personalitiess But despite this, what has been said
serves to illustrate her vision: that the barriers dividing personality
are far from insurmountable, that the waters of consciousness are the
same fluid in &ll of us, and that it is, Virginia Woolf sensss, an
intuitive identification, an act of imagination, that forms the' bridge
between the self and all that, she maintains, we inadequately term the

not-self,
6.

Bernard is the first of the.six to speake The object which
draws him to first consciousness is a ring, hanging over him "in a loop
of light". $l° Only in the final summing;up, on P, 170 (205), does .
Bernard recall that it was.''no doubt the brass handle of a cupboard''. And
yet for all six of them their childhood experiences are so important and
influential as to become almost symbolic: "A11 these things happen in one
second .and last for ever," _ )

Especially significant for Bernard is the symbol of the ring,
which accompanies him through life. But it is left to Louis, as a
school-boy for a moment appropriating a part_of Bernard's consciousness,
to explain the symbol for us; '

Here on this ring of grass we have sat together, bound by
the tremendous power of some inner compulsion. The trees
wave, the clouds. passe The time approaches when these
soliloquies shall be shared. We shall not always give

out a sound like a beaten. gong as one sensation strikes

and then. another., Children, our lives have been gongs
striking; clamour and boasting; cries of despair; blows

on the nape of the neck in gardens ... our ring here,
sitting with our arms binding our knees, hint as some

other order, and better, which makes a reason everlastingly.

80. Art, 73.
81. E.’ 6.
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This I see for a second, and shall:try to-night to fix in
words, to forge in a ring of steel. 82. :

The image of the ring ~ thus a precognition of the essential
unity of the six - appears in Bernard's mind whenever he thinks about the
subject of identity. Travelling in a train carriage, Bernard observes
that'Louis and Neville ... feel the presence of other people as a
separating wall. But if I find myself in company with other people,
words at once make smoke ringse..s I do not believe in separation. We are

83,

not single." The ring is also present as the ''steel-blue circle"

which recurs several times in the thoughts of both Louis and Bernard in
the course of the "moment" before Percival's departure for India. 8l
The last, occasion is on P. 104 (124), when Louis notes that '"the circle

in our bloed, broken so often, so sharply, for we are so different,

closed in a ring," -

It is interesting that, just as Louis' counterpart in the novel,
Rhoda, dissociates herself from ali the others out of envy, he is always
the member of the group most easily influenced by others. This we learn
from the frequency with which he appropriates elements from the
soliloquies of the others into his own. Bernard, incidentally, the
character who most advocates identification with others, remains resolutely
himself,.

So the '"ring" symbol stands, basically, for the union of the-: -
group, which occurs, between the other "ynions'" of birth and death, only
explicitly during the two brief '"moments': the first in the restaurant, ‘as
young adults, the second at Hampton Court, in middle age. The third and
final union takes place in the mind of Bernard himself. Having assimilated
the others, he, who all his life has been-dependenﬁ on other people, finds
himself liberated from them. It is an indication of the nature of the
revelation for Bernard expressed.in the summing-up (as well as of the
comparative externality of the terms in which it is couched) that when

the "ring", which has always been Bernard's particular property, is

82. W., 28 (33).
83. W., 69 (57).
84: Bee 83 (99), 97 (116), 98 (117), 102 (122),
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mentioned here, it is always in the simple form of the original cupboard
handle. He has moved into a world of new clarity and truth:

I saw.fields rolling in waves of colour beneath me, but now
with this difference: I saw but was not seen. I walked
unshadowed; I came unheralded. From me had dropped the old
cloak, the old response, the hollowed hand that beats back
sounds. Thin as a ghost, leaving no trace where I trod,
perceiving merely, I walked alone in a new world, never
trodden; brushing new flowers, unable to speak save in a
child's words of one syllable, without shelter from phrases
= I who have made so many; unattended, I who have always gone
with my kind; solitary, I who have always had someone to
share the empty grate, or the cupboard with its hanging
loop of gold. .

"But how to describe the world seen without a self?
There are no words. 85

The summing-up, fifty pages long, stands in a singular relation
to the rest of the novel. In order to understand its significance it is
important to note the spiritual ggowth Bernard undergoes during the novely
and the fact thet the matured Bernard of the summing-up ha§ changed
radically from the person he was at Cambridge. Bernard's development and
his relation to the others is really the core of the novel, for his life
embodies the identity theme.

The early Bernard is characterized by the following admission,
made while he was at Cambridge: "The truth is that I need the stimulus of
other people. Alone, over my dead fire, I tend to see the thin places in
my own stores ... Some blind flaps in my eyes.' 86. From childhood
Bernard has shown this dependance on other people, the necessity, as a
novelist, to transcend himself. On P. 11 (12), in the garden, Bernard
and Susan "melt into each other with phrases. We are edged with mist.

We make an insubstantial territory." As Neville comments on P. 31 (43),
""He sees everyone with blurred edges'. _

Neville is, in his most characteristic moments, Bernard's
opposite., He is an intellectual, first and foremost. He likes to analyze
things, to see them clear and separate. Thus he is accompanied by the

sort of images which we have come to associate with the dividing intellect:

85. W., 2034 (246-7).
86. W., 58 (68).
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"The big blade is an Emperor; the broken blade a Negro. I hate dangling

things; T hate dampish things. I hate wandering and mixing things

87.

together." Yet wven he, as an adult, reluctantly feels the influence

of other personalities on his own:

How curiously one is changed by the addition, even at a
distance, of a friend. How useful an office one's friend
perform when they recall us. Yet how painful to.be recalled,
to be mitigated, to have one's self adulterated, mixed up,
become part of another. As he approaches I become not
myself but Neville mixed with somebody ... Yes, it is
Bernard, and it is to Bermard that I shall put the question.
Who am I? 88.

The capacity of other people to create one's identity for one
is among the reasons which draws Bermard to others. By analogy, it is
also, in Mrs. Woolf's opinion, the criterion of the necessity of the
audience to the artist. Perhaps the most comprehensive indication of
Bernard's outlook is the-following passage:

But soliloquies in back streets soon pall. I need an .
audience. That is my downfall. That always ruffles the
edge of the final statement and prevents it from forming
ees To be myself (I note) I need the illumination of other
people's eyes, and therefore cannot be entirely sure what
is my self ... I think of people to whom I could say
things: Louis, Neville, Susan, Jinny and Rhoda. With them
I am many-sided. They retrieve me from darkness. Ve shall
meet to-night, thank heaven. Thank Heaven, I need not be
alone. &9. '

But this desire for others is still essentially directed
towards Bernard's own self. He needs others principally so that” the

various selves which compose him may all be fully actualised. This

- activity involves him in certain difficulties: "I have to effect

different transitions; have to cover the entrances and exits of several

different men who alternately act their parts as Bernard." 0. But here
Bernard's ultimate aim étill remains the fulfilment of his own identity.
This is the paraﬁox inherent in his development, for when he later comes

to realize the worthlessness of ''self'', he finds that he no longer needs

other people: he finds that there is nothing to separate him from them.

.

87. W., 14 (15),
88. W., 60 (70-1),
89. ¥., 83 (99).
90.  We, 55 (65).
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. He has the éapacity to identify with both sexes, for, like

Orlando, "joined 'to the sensibility of a woman' (I am here gquoting my
own biographer) 'Bernard possessed logical sobriety of a man' ", 0.
So despite his inability to complete his stories, which he can only

overcome after he at last manages to forgét his '"self" entirely, Bernard

is Virginia Woolf's "type'" of the true novelist. His impossible mission

n 9le
9

is "to embrace thewhole world with the arms of understanding and

yet to "speak of knowledge is futile., All is experiment and
adventure." 92. ' -

_ At moments a feeling of loss of identity overcomes Bernard.
Gradually these become more frequenf, until, leaving the others after the
final meeting of the group at Hampton Court, and after the experience,
however transienf, of total union that overtakes them for the second
time, he feels that 'we are slipping away. Little bits of ourselves ...
I cannot keep myself together ... Here is the station, and if the train

were to cut me in two, I should come together.on the farther side, being
one, being indivisible," 93.

Later in his summing-up, he recalls this moment, and in doing
so points to the change that is taking place in him:

The sound of the chorus came across the water and I felt leap
up that old impulse, which has moved me all my life, to be
thrown up and down on the roar of other people's voices,
singing the same song ... But not nowe Nol I could not
collect myself; I could not distinguish myself; I could not
help letting all the things that had made me a minute ago
eager, amused, jealous, vigilant and hosts of other things,
into the water. I could not recover myself from that endless
throwing away, dissipation, flooding forth without our willing
it and rushing soundlessly away out there under the arches of
the bridge ++. over the roughened water to become waves in the
sea = I could not recover myself from that dissipation. So we
parted.

Was this then, this streaming away mixed with Susan, Jinny,
Neville, Rhoda, Louis, a sort of death? A new assembly of
elements? Some hint of what was to come? 9k,

This is the nature of Bernard's confrontation with '"reality",

then. His throwing-off of self at the end of his life is his own way of

9l. W., 82 (97).
92. W., 84 (100).
93. W., 167 (201-2).
94, W., 198 (240).
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coming to terms with the sea of undifferentiated being from which the
six first came, )

' Bernard's first discovery of his new state came as a shock to
him, he tells us. Hé felt himself to be "A man without a self, A dead
man.'" 5. But from this he moves towards his final position, which marks
the resolution of the novel. He realizes that he now exists in the
others, and they in hime. .

And now ask, '"Who am I?" I have been talking of Bernard,
Neville, Jinny, Susan, Bhoda and Louis. Am I all of them?

Am I one and distinct? I do not know. We sat here

together. But now Percival is dead, and Fhoda is dead; we
are divided; we are not here. Yet I cannot find any obstacle.
separating us. There is no division between me and them.

As I talked I felt "I am you." This difference we make so
much of,. this identity we so feverishly cherish, was overcome
ese Here on my brow is the blow I got when Percival fell.
‘Here on the nape of my neck is the kiss Jinny gave Louis,.

My eyes fill with Susan's tears. I see far away, quivering like.
a gold thread, the pillar Rhoda saw, and feel the rush of the
wind of her fllght when she leapt. 96. .

As his final summing-up draws to a close, Bernard recalls bits
from the interludes. These represent to him the lands which are no
longer barred to him, the freedom of possibility for which he has yearned:
"ight floods the room and drives shadow beyond shadow to where they hang
in folds inscrutable. What does the central shadow hold? Somethlng? .
Nothlng° I do not know." 7. The certainty of.final knowledge is always
barred to man.

So Bernard, whose life has been characterized by the constant
need for others, is' at last ablg'to say:

Let me now raise my song of glory. Heaven be praised for
solitude. Let me be alone. Let me cast and throw away )
this-veil of being, this cloud that changes with the least
breath, night and day, and all night and all day. 98.

So he anticipates the final permanence, near at hand, that
will free him from éhange.- But as he moves out into the street, his
95, W., 202 (245).

96. W., 205 (249).

97. W., 207 (251).
- 98. W.; 209 (253).
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extended conversation with us, the reader, at an end, he experiences a
new emotion. Free at last from us, and suspecting us of indifference (he
met us once on a boat to Africa), he begins strangely to feel rise in
himself and in the world "the eternal renewal, the incessant rise and

n." 99.

fall and rise agai _And thus his advance to meet Death turms into,

"unvanquished and unyielding" 100', a defiant charge.

Inspiring a specﬁacle as The Waves is, the whole of life seen -~
not guite from the roof, but, as Bernard himself says - "from the third

101, . . g . . .
.y it requires some assessment of its claims, in a way

storey window"
which the preceding novels do not. For the truth is that though The
Waves is both thé authoress's most ambitious book and perhaps the summit
of her achievement, one has certain natural reservatigns ab6u£ the

claims put forward.in it: those concérning the limited worth of identity,
for example. Of course what she says is in'its own way true, but it

does not fall with the impact of the complete truth. Admittedly,_Virginia
Woolf herself recognizes that Bernard's viewpoint is on}y-that of one side
of human nature, the other being potentially -equally valuable. There is f
Louis' sentence, for example, reluctantly defending '"all the insanity of
personal existence without which life wouldfall flat and die." 192'

There is also the accent plaﬁed on "effort'", the éffort of the individual,
like the moths, battling for the ordering of chaos in the face of his
inevitable deathe AS Bernard affirms:

I jumped upe. I said, '"Fight! TFightl" I repeated. It is the
effort and the struggle, it is the perpetual warfare, it is
the shattering and piercing together - this is the daily
battle, defeat or victory, the absorbing pursuit. 103,

We have Virginia'Woolf's entry in the diary, as well, to the
effect that "the theme effort, effort, dominates: not the waves: and
personality: and defiance: but I am not sure of the effect artistically;
because the proportions may need the intervention of the waves finally so
99¢ We, 211 (255).

100, W, 211 (255).
101, W., 171 (207).

102, W., 165 (199).
103, W., 191 (232).
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as to make a conclusion, 10k,

Despite all this, one is left with the feeling, more so than in

the case of To the Lighthouse, that both sides of the question are not

given their due weight, and that the fact of identity has more to be said
in its favour than Mrs. Woolf allows. Of course it is not normally

v
demanded of a novel thaﬁ}t should do more than dramatize one aspect of

life, and leave us to make any necessary assimilation of art into what

we know of life ourselves. The novels which precede To the Lighthouse
have all been treated on the basis of this assumption. But after that'
novel and its reconciliation of opposites, it is the measure of Virginia
Woolf's achievement that we should ask of her the Shakespearean quality
of seeing all the facets of an issue, '

It is a truism, after all, that the sense of identity is often
a spur to action and "effort', that recognition of the unigue identity of
others ~ even the ''separateness" itself - is very often a pleasure, and
that a reasonable definition of art itself - including Mrs. Woolf's art -
would be that it is in its own way a defence of a particular and unusual
identity. Naturally enough, one may acknowledge that the claims of
"self" require to be complemented by Virginia Woolf's ''sympathetic"
values, and that these may perhaps in the very last analysis be the most
valuable, But one is left with the sense that Mrs. Woolf's approval is
in truth given to one side without giving entirely adequate attention to
the due merits of the other, and the suggested impression is that
ultimately she considers personality no more than an inevitable and
necessary ''insanity".

- Also noteworthy is Robert Peel's criticism, contained within a
neglected review article written in 1933. Correctly perceiving from the
text Bernard's - and Mrs. Woolf's = advocacy of the impersonality of the
artist, Peel feels that "The impersonality may be considered a diffuse
n 105+ But even

this criticism, like the others, is a matter of degree rather than kind,

egoism projecting its own sensibility into the non-ego.

for as we have seen, Mrs. Woolf was well aware of this possible danger.

10k, Diary, 162. '
105. 'Virginia Woolf', Criterion, XIII, L, Octe. 1938, pp. 78-96,
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Yet if there is something slightly amiss in this book, then it
is Rhoda who can be seen as posing the most telling indictment of The
Waves. Bernard calls her his 'opposite 106', but one is left to wonder
whether this is completely true. Rhoda shares certain affinities with
Mrs., Woolf herself, just as the others do. But Rhoda's own neurosis and
Suicide are partly the result of her inability to resolve her identity.
Bernard, we are shown, does resolve his. Yet the question remains whéther
there is a very great difference in essence between Rhoda's inability to
- find her ''face" and Bernard's '"throwing off" of self,.despite our
recognition of the different reasons for these states, and different’
routes by which they are reached.

I suspect also that behind Rhoda are such entries in the diary
as the following, written only a few months after the book's publication:

A saying of Leonard's comes into my mind in this season of
complete inBanity and boredom. '"Things have gone wrong
somehowe" It was the night C. killéd herself. (Carr arrington, -
Strachey's mistress. He had recently died. ) Ve were
walking along that silent blue street with the scaffolding,
I saw all the violence and unreason crossing in the air:
ourselves small; a tumult outside: something terrifying:
unreason - shall I make a book out of this? It would be

a way of bringing order and speed again into my world. 107.

At this p01nt at the turn of the thirties, entrles like thls

one begln to increase in number in the diary. The 1lst of their causes
is long: illness, the ominous rise of fascism on the Contlnent, the changed
atmosphere and drabness of the times, and, on a lesser level, the gradual
despoliation by insensitive development of the rural England of which she
was so fond. Sensitive té this, and to the deaths of some of those who
had been close to her, Virginia Woolf became, as the diary shows, mofe
frequently the victim of depressién and self-isolation. Her art and her
life now seem to diverge, for iﬁ the last two books, all that we have
requiréd here, in these conclusions about The Waves, was fulfilled: all
the opposites are reconciled: the innef and the outer, art and life, male
and female, the individual and society. And yet in spite of its

optimistic conclusions, The Years communicates instead a distinct air of

106s Wy 199 (241).
107. May, 1932, Diary, 181.
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depression. In this réspect, it is not being harsh to say that The Waves
is perhaps Virginia Woolf's last totally honest books

But, if this novel is taken on its own merits, rather than set
in relation to the development of her other work, and to her life, then

The Waves must be seen purely as the ambitious and inspiring achievement
it undoubtedly is. ' '
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The sun was sinking. The hard stone.of the day was cracked
and light poured through its splinterse Red and gold shot .
through the waves ... Erratically rays of light flashed and
wandered, like signals from sunken islands ... But the waves,
as they neared the shore, were robbed of light, and fell in
one long concussion, like a wall falling, a wall of grey stone,
unpierced by any chink of light. (W., 147),



CHAPTER VIII.

A period of six years lies between the publication of The Waves and the

appearance of Virginia Woolf's eighth novel The Years in 1937. During
this time many changes had taken place in the world Bloomsbury knew well.
For Virginia Woolf, as the years passed, the news of the deaths of near
friends became more frequent, On the Continent, the threat of fascism
was now firmly present. At home there was social and economic gloom.

All this affected Mrs. Woolf: in the diary for 1932 she gives this account
of her feelings at the time, six months before she started work on The
Years:

can't imagine what goes on behind faces. All is surface
hard; myself only an organ that takes blows, one after
another; the horror of the hard raddled faces in the
flower show yesterday: the inane pointlessness of all
this existence: hatred of my own brainlessness and
indecision; the old treadmill feeling, of going on and
‘on, for no reason: Lytton's death; Carrington's; a
longing to speak to him; all that cut away, gone «..
society; buying clothes; Rodmell spoilt, all England
spoilt: terror at night of things generally wrong in
the universe ... worst of all is this dejected
barrenness. And my eyes hurt: and my hand trembles.

A saying of Leonard's comes.into my head in this
season of complete inanity and boredom. "Things have
gone wrong somehow," 1,

Out of this period of personal and social depression came a
novel which conveys a profound sense of the pointlessness of human
existence and of the impotence of human aspiration. This atmosphere the
authoress communicates as much through the imagery as through the action:
examples of unpleasant imagery recur again and again throughout the book,
For instance, there is the claw-like hand of Colonel Pargiter, with its
two missing fingers 2', the white pock-marked face of the pervert who

3', the man who spits when he talks 4', the

Se

attempts to rape Rose

proliferation of the red-brick villas “°, the smelling sink which Eleanor
1. _D_i_a_rx,' 180.

2. Y., 12,

3¢ Y., 28.

L, Y., 60.

5. _Y_o, 67.
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6. 7o

must sniff ~°, and the violet-seller with the missing nose. Even more
oppressive are the various small but futile endeavours, doomed to
frustration, which many of the characters undertake from time to time.
Most poignant of these, perhaps, occurs on the occasion when the child
Rose slips a bunch of violets on her mother's coffin, only to~see the .
flowers fall off as it is carried away down the street 8’, or, again, whén
Sara prepares roast mutton for North in the final section, and finds it

%

underdone. It is almost as if Virginia Woolf is attempting to
.a551m11ate and to re51gn herself to those occasions when ordinary llfe
fails to conform to the perfection of art, by incorporating them into her
own artistic creation,. )
' On p. 205 there is almost an orgy of unpleasantness. Sara and
Maggie are alone in their dingy flat, and Maggie is sewing a dress. A
Mittle rhythm" in the book, the persistenﬁ'sound of knocking, is heard in
the streete It is the noise of a drunken man belgw, who, they guess, has
lurched against the wall and been sick. The lights of the factory opposite
blaze into the room. Above the sound of footsteps tapping on the
pavement - another ''rhythm'" to denote the pedestrian ordinariness of
present day life -.comes the sound of someone crying ''Death +..?". This
almost symbolic occurence quickly becomes harsh reality, for it is the
voice of a passer-by amnouncing the death of the king. ZEchoing Hamlet,
Maggie expresses what she feéls about their 51tuat10n.

"In time to come', she said, looking at her sister, "people,
looking into this room - this cave, this little antre,
scooped out of mud and dung, will hold their flngers to
their noses'" - she held her fingers to her nose - "and say
'Pah! They stinkl! " 10,

As both the imagery of this quotatioﬂénd the title of the book
indicate, The Years is more than just a chronicle of disgust at. the
ugliness of modern life. Virginia Woolf has placed an evolutionary
intention at the centre of her novel: it is her purpose not to show merely

the degradation of modern man, but also to indicate the possibilities

6. Y., 106, .

7o Y., 253, p
8. Y., 89,

9- Yo’ 342.

10. Y., 203,
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inherent in the much brighter future to which his descendants will -~
hopefully - be heir. So as both the finale and the resolution of the
-final section will show, The Years is essentially intended to be an
optimistic booke

Maggie's sewing, which she completes in the section quoted
from above, is like that of Mrs. Ramsay and Helen Ambfose. It is a
symbol of art and civilization., But there is a new skeint the ugliness
of the modern world is accepted as part of the pattern. There will come
a time, the authoress seems to say, when more civilized, better people
"~ will have dispensed with these uglinesses. But Sara, a child-being, who
shells herself in dreams and refuses to grow up, cannot bring herself to
accept. When she hears the knocking she calls out: "Bring up your
children on a desert island where the ships only come when the moon's
fulll" Maggie replies ironically: "Or have none?" 1i. Maggie; maturer
and wiser, realizes the nécessity for continuing, for living in .the real
world, for the sake of the future.

Thus Sara's question at the beginning of the final section of
12 _ echoes throughout the worke.

The evolutionary picture of man presented to us shows him to be a

the novel - '"can we improve ourselves?"

creature only half way along the road to civilization, still attempting
to shake off the mistakes that encumber him, but with the possibility of
a better world always before him.. This is the central dichotomy
presented in The Years: the contrast between the drab prosaic world of
actuality and the ideal possible world of the imagination. Thus in this
long work Virginia Woolf returns to the prime concern of her second book
Night and Day -~ the opposition between the life of solitude and the life

of society, between the external life of action and the imner life of

"imagination - and is able, she feels, to resolve it. As she herself
records in her Diary, on P. 237, as she proceeds with the work: "The
discovery of this book, it dawns upon me, is the combination of the
external and the internal'. She is seeking to show that man progresses
by a kind of dialectic: by his continual attempt to bring together the

11. Y., 205.
12. Y., 339.
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two worlds in which he lives, the actual and the ideal.

Eleanor, . journeying through London, is conscious of these two
worlds:

The streets ... were horribly poor; and not only poor, she
thought, but vicious. Here was the vice, the obscenity,
the reality of London ... Parnell. He's dead, she said to
herself, still conscious of the two worlds; one flowing in
wide sweeps overhead, the.other tip-tapping circumscribed
upon the pavement, 13,

It is evident that even on the stylistic level, Virginia Woolf
wished to combine the "inner' and the "outer" worlds in The Years. Exactly
a month before recording the first plan of her new novel, Mrs. Woolf
completed reading Winifred Holtby's recently published critical study of

her work. The study is favourable to the authoress, but Miss Holtby
at one stage supposes that ''the immense detailed knowledge of the material
circumstances of life mastered by Thackeray or Arnold Bennett is beyond
her."'ls' As if accepting the challenge, and so resolving to write once
again in conventional "external'' fashion, Virginia Woolf notes in her
diary that "there's a good deal of gold - more than I'd thought - in

externality". 16. '

By April 1933 (Diary, 197) she adds:

I want to give the whole of the present society = nothing
less: facts as well as vision. And to combine them both.
I mean, The Waves going on simultaneously with Night and

Day. :
Stylistically, she combines thetwo worlds - facts and vision -
by an adept use of syntax which allows her to compress thought and action
into the same short sentence., An example is this economical description
of Rose preparing to go out, which combines all these elements in one unit:
"Now she had her pistol and her shot, she thought, taking her own purse
from her own drawer, and enough provisions, she thought, as she hung her
hat over her arm, to last a fortnight." 7
However, thé characters themsélves only come to a realisation

of the necessity for combining the "“Campagna in the moonlight" and the

13, Y., 121,

14, Oect. 2,71932. Diary, 190.
15. Virginia Woolf, 200-201.
16. Diary, 190,

17. X., 26.
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"Waterloo Road" 18, in the final part of the novel,atitled "Present Day'.

This last section is almost entirely taken up .with an account of the party

which all the central characters attend, and it is here, largely through

the person of North, a nephew of Eleanor, who has returned from his sheep

farm in Africa, that the antipéthy between "night" and "day" becomes resolved.
North, going to fetch Sara to the party.from her dingy apartment,

tells her that the question he hﬁd fecently discussed with her friend

Nicholas on P.333 was "'society or solitude; which is best'. Later, on

P. 365, he begins to read poetry to her; The lines are:

Society is &1l but rude -
To.this delicious solitude s

The reading is abruptly interrupted by.the sounds éf the Jew,
a neighbour, who leaves hairs in the communal bath next door. Ugliness,
and the Qorld of actuality,'Virginia Woolf is saying, bfeak into the ideal
world that is brought to life in the imagination by the work of art. And
yet“she no longer defends, as she did in_Night and Day, .the absolute

supremacy of the "inner world", and thus - implicitly - of art as a means
of escape. As the fact that the book coﬁcludes with a party should
indicate, Mrs. Woolf now fully recognizes the necessity for exis%ence in
the external ''social world. .

It is at the height of the party that North himself comes to
this same knowledge. He is reminded, in a manner characteristic of many
of Mrs, Woolf's characters, of wofds he has never heard., They were
originaliy uttered by Sara mbre than twenty years earlier: fearing the
visit of a stranger - thé intrusion of '"'society" - shé cries, on P. 177;'
that "This is the worst torture ... that life ...'" The sentence is only
completed by North 280 pages.later, at the end of a private reverie in the
midst of the party. This méditation begins as he contemplates a glass of
wine:

The wine was ciear and still. Stillness and solitude, he
thought to himself; silence and &Solitude ... that's the
only element in which the mind is free now. 19.

18. z. 1] 18l+.
19: e 257.
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At this point he is in the same position as Bernard, at the
end of The Waves: he is drawn temporarily to Bernard's solution: that
solitude is best.

But he éoon feels that his private world is not satisfying on
its own, and we see him moving towards a new stage: the acceptance of the
external "actual" world as at least equally necessary and valuable as the
"inner':

And he was floating, and drifting, in a shallop, in a petal,
down a river into silence, into solitude ... which is the
worst torture, the words came back to him as if a voice had
spoken them, that human beings can inflict «..

"Wake up, North ... we’ want your speechi" a voice
interrupted him. 20,

Sara's words from P.177 are used by North to affirm a meaning
completely opposed to her owns Through North, we see life as a continuous
movement from solitude to society,.from experience to imagination and
back to experience: "'Contrast,' he said, remembering semething he had

read., 'The only form of continuity,' he added at a venture." .Human
beings progress, Virginia Woolf is therefore saying, rather like the man
on P, 200 who after watching the opera by Vagner, appeared aé if he was
in "two worlds at-once and had to draw them together." The history of
civilization, she suggests; is a slow and painful process of bringing the

almost intransigent actual nearer the ideal.
2.

The Years contains allusions to many of the themes current 1n
V1rg1n1a Woolf's other books, but its central purpose is to show a famlly,
the Pargiters, developing through three generatlons and thrqugh the .
medium of this family to illustrate the social change which she had seen
taking place duriné her own lifetime., More broadly, Mrs. Woolf wished her
characters to embody her theories on the nature of human progress, on the
scale both of the individual and of societyes This is why she could record
in her diary for 1932 that the novel "is first cousin to Orlando, though
this cousin is of the flesh," 22.
20. Y., L457-8.

2. Y., 372«
224 Dla 9 190 .



The pattern of past-in-the-present recurrent in most of Virginia
Woolf's work is carried on into the book's structure. This étructure is
itself organized in two halves: the first, dealing with the 'past', covers
the years from 1880 to 1918; the second, entitled "Present Day", is almost
entirely given over to an account of a party in the 1930's at which all
the characters are present, including members of the newest generation.
Thus the last half is the "present' which arises out of the '"‘past" of the
previous section. In addition, the first part is concerned with action and
description. The second is a "taking stock" of the meaning of the earlier.
In this way the form of the book mirrors its dialectical intention: the
movement from the "outer" to the "inner" world.

Virginia Woolf chose, as a symhol for the unsatisfactory and
disfappointing nature of her times, the figure of Antigone, Sophocles'
heroine. This tragic character from the Greek drama reappears in various
contexts throughout the book.-.When Edward first presents his translation
' 23.

By
the same token, Antigone herself comes to personify the unfulfilled promise
of the three geﬁerations of Pargi@prs, and thus of an entire age..

We feel the mood of this bleak age in the wind which,

"revelling in sheer sterility" 24.’ blows at the start of the 1908 chapter.

of the play to his sister Sara, he cries out '"my wasted youth'.

It is symbolized also by the feet which Eleanor sees, when she looks out
of the basement where she shelters during a bombing raid in 1917 25':

only the world "tapping circumscribed upon the pavement™ seems to exist
now. The age is accurately caricatured, in addition, in the game of Le

Cadavre Exquis which is played at the party in the final section. The

result of the game is a drawing with the head of a woman, the neck of a
bird, a tiger's body and an elephant's legs. 26. The most complacent and
self-satisfied of the guests have been compared with just these creatures

27

on earlier pages: Hugh's elephantine mediocrity § Maggie's defense,

like a tigress, of her family and possessions 2 $ the wvulture-like

23. Y., 145,
2ke Y., 157.
25. Y., 3ll.
26'. _!‘o, LI'ZOO
27. X_‘., l+06.
28. Y., 409.
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egotism of a young writer. 29-’--'AZI.'l these are iikewise gizalities of the
present society, Man and society, Virginia Woélf is.éaying, still retain
traces of their evolutionary origins, their animal forbears:=s. . The
process is by no means complete, .

This disillusionment of the authoress in the society about her
extends even to.contemporary'manners. For example, she attacks the
cliches and aphorisms which substitute for thought. These are compared
to damp leaves by North on P. 405:"they fall ;gd fall and cover all, he

murmured” to.himself and looked at his aunt', This is reminiscent of
Bergson who holds that coﬁventional and undigested ideas "float on.the
surface! of the mind "like dead leaves'. 3L.. The image. recurs towards
the end of the party, on P, 446, where North is contemplating Eleanor's
drink: "A thin green leaf floated on top of it.!" It is cliche and
convention, Virginia Wodlf suggests, which prohibit change and -
development; also it is the twin cliches of dogma and ideology which will
bring BEurope to war once again. )

And.yet all this revulsion, summed up by the quotations Peggy’
reads at random from a book she happens to pick up, is only one view the
authoress presents of the human condition. What Peggy reads ~'La
mediocrité de l'univers m'étonne &t me révolte ... la petitesse de toutes .
choses m'emplit de.dégoﬁt ees la pauvreté des etres humains m'anéantit".32°
- must be balanced against the far more optimistic final attitude of
Eleanor, the central figure. Towards the end, suddenly waking from Sleep,
she.feels as if she had "been in another world". " Someone criticizes her
for talking of "other worlds'.

"But I meant this world!" "I meant, happy in this .
world - happy with living people." '33. . _ :

Virginia Woolf's basic humanism and her.belief in the
potentialities and in the future of human Beiﬁgs are in this novel given
the final saye. Her "ideal world" no longer has egiétenée only in_the
individual imagination: it is capable of realization in the actual world
of*living people.

29: Yi; 389
0. See Y., 243
31, Matter and Memory, 243.

32. Y5 3
33. X., 418.
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e
On P, 142 Eleanorreads a quotation from a book: "the world 1s
nothing but thought". She drifts off into a reverie, and tries to test
the quotation. She feels she becomes an inanimate solid object: a tree,

-~ the sun shines through the leaves'", she said, waggling her
finger. She opened her eyes in order to verify the sun on the
leaves and saw the actual tree standing out there in the garden.

The subject of the relationship of consciousness to its objects -
the barrier between '"inner''and "outer'" as regards 1nan1mate things = has
already been extensively discussed in foregoing.chapters -~ especially that

on Jacob's Room - and needs no elaboration here. In this book the "solid

objects' theme is once again woven into the pattern of the work. .The
central example is the ink-corroded miniature walrus that appears on a
number of occasions.

That solid object might survive them all. If she threw it
away it would still exist somewhere or other. But she

never had thrown it away because it was part of other

things -~ her mother for example ... She drew on her

blotting paper; a dot with strokes raying out around it. 34.

The reference is of course to the ''double life of objects"
theme discussed earlier in this study, and to the concept of a universe
dominated by consciousness - a universe where eéch is part of the whole
and there are no barriers. In The Years, in addition, this leads on to
an examination of the nature of identity which resembles that in The
Waves. However, in this novel the inquiry into identity is extended in
two ways: it is given a social and an evolutionary dimension.

This new inquiry is initiated by Maggie and Sara, vho, without
contact with Eleanor, discuss the same quotation - 'the world's nothing
but thought" - in the course of conversetion on P, 150,

She had been thinking something of the kind eee Am I that,
or am I this? Are we one, or are we separate - something
of the kind,
"Then what about trees and colours?'" she said, turning
round.
"T'rees and colours?' Sara repeated.
Miould there be trees if we didn't see them?" said Maggie.
"What's "I'? eee 'I'ese' she stoppede She did not know
what she meant. She was talking nonsense. .
' "Yes", said Sara. 'What's 'I'?"

34. Xo 9 96.
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The greatest threats to the growth of personality were, for
Virginia Woolf, the isolation of the individual, and the multiplicity of
the barriers to communication. The war comes in the book to symbolize the
breakdown in communication which has taken place on both the national and
the personal level. Shelfering in a basement during an air raid, Eleanor
asks the foreigner Nicholas '"About the new world ..; D'you think we're
o1 3De

going-to improve He replies affirmatively, and attempts to show

her the way in which this improvement will take place:

"The soul - the whole being," he explained. He hollowed

his hands as if to enclose a circle. ''It wishes to expand,
to adventure, to form - new combinations? ... Whereas now ...
this is how we live, screwed up into one hard little, tight
little = knot? ... Each is his own little cubicle ...

Maggie's -speech makes clear that, as in The Waves and Jacob's

Room, the problem posed is the relationship of the individual ego to
other personalities: to what extent are they the same, and to what extent
are they eeparable. Virginia Woolf's-answer in all three books is that
there is no distincf dividing line between one '"self" and anéther, and

that the human personality evolves and develops by becoming other people.

Thus, in its application to the identity theme, North's statement

that "contrast" was the "only form of continuity" - reminds us of
Yeats's dichotomies - his "Michael Robartes' and "Owen Aherne" for examplee.
Independently, Yeats and Virginia Woolf here agree: that individual human
identity can evolve only by inwardly forming ‘''mew combinations' of its
elements with those of the identities of other people. Eleanor - the
redeemed and redeeming ''Antigone' of the novel - redognizes this too
during the party at the end. Mentally she tacitlf refers back to the
conversation with Nicholas given above, towards the end of a long
meditation on.the problem of personality - which also includes references
to the '"'solid objects' extract previously quoted. Despite the scattered
nature of these various passages, we may see by their textual dependance:*

on one another, evident in the description of Eleanor's thoughts beloﬁ,

how closely Virginia Woolf intended her themes to be related:

35. Yo, 319.
36. Zo’ 372.
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Millions of things came back to her. Atoms danced apart and
massedgthemselves. But how did they compose what people
called,life ... Perhaps there's "I'" at the middle of it she
thought; a knot; a centre; and again she saw herself sitting
at her table drawing on the blotting-paper, digging little
holes from which spokes radiated ... And then they say, she
thought, "We've been talking about youl" ... My life's been
other people's lives, Eleanor thought - my father's; Morris's;
my friends' lives; Nicholas's ... Fragments of a conversation
with him came back to her. 37.

The picture of consciousness presented here seems rather like
the "luminous nucleus with its ever-changing accretions of the "myriad
atoms" of experience. The important thing, Virginia Woolf stresses, is
change ~ to become other people. Eleanor's mood above is thus to be
understood in the light of her exclamation on P. 413: "It's been a
perpetual discovery, my life." In her turn Peggy comes at the party to
a realization of the importance for the individual personality of.continual

38.

change and exploration s and North too privately affirms the truth of

her discovery: '"e... To live differently «.. differently'.

The image for this new conception of the evolution of ordinary
human personality is provided for North by a glass of wine: he thinks of
the rising fountain, a Bergsonian symbol fof the elan vital: the fountain
is an appropriate image, for its substancé, made out of thé fluid around
it, continues to change while its form remains the same. This is also
true of personality, the authoress feels: it must continually change by
assimilating all that is valuable to it in the life of the world around it.

For him a life modelled on the jet (he was watching the bubbles
rise), on the spring, on the hard, leaping fountain: another
life; a different life ... why not down barriers and simplify?
But a world, he thought, that was all one jelly, one mass, would
be a rice pudding world ... To keep the emblems and tokens of
North Pargiter - the man Maggie laughs at ... but at the same
time spread out, make a new ripple in human consciousness, be
the bubble and the stream, the stream and the bubble - myself
and the world together - he raised his glass. 39.

37s Yoy 395-6.
38. Z_Q’ ""21.
39. Y., Lk2-3,
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Lo

I have attempted to show here the two different concepts of
personal and thus social efolution with whi¢h The Years is concérned: the
constant necessity that the individual should progress by becoming people
other than himself (while outwardly remaining.himself); and the continual
dialectical movement from the ideal to actuality, from imagination to
action. With The Years, as I have tried to demonstrate, both "inner" and
"outer!' states are for the first time accepted as being equally important.

Both these conclusions underly the thoughts of the characters
in the party of the final section, as they try to grope towards some
articulation of what they feel. The use of the party as a device is
particularly appropriate, for it helps to indicate the social application
of the basic themes. In her diary, Virginia Woolf describes her own method
with the many characters in these final pages: "It's obvious that one
person sees one thing and another another; and. that one has to draw them
together. Who was it who said through the unconscious one comes to the
conscious, and then again to the unconscious?" " ° _

It is interesting to note that in attempting with each work to
find a fresh form for her vision, Mrs. Woolf was cbnsciéusly following
her own prescription as to the true method.of change and progression.
Writing of The Years, she says: "I have to Some extent forced myself to
break every mould and find a fresh form of being, that is of expression,
for everything I feel or think. So that when it is working I get the
sense of yeing fully epergised eee I am breaking the mquld made by The

Waves.!' e

It is evident that she appears to think of each new work also
in terms of her own personal development. )

Eleanor herself recognizes the necessity for continually
creating out of life new and different '"wholes'" - moments which approach
the perfection of art - with the accent now placed on the necessity for
each "whole' to be different,

Directly something got together, it broke. She had a feeling
of desolation. And then you have to pick up the pieces, and
meke something new, something different. 42,

40, Diary, 239.
Ll'lo 92. gi_t_., 2206
b2, ., k23,
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This third dialectic, concerning both art and life, is
symbolized in the novel by the beat of the lighthouse 43', a ship padding
through the wéves, or a train swinging from side to side down the track, -

i and by the recurrent "little rhythm" of persistent knocking or hammering:

in the close at Oxford, the knocklng outslde Maggie and Sara's flat, or
the hammering of Siegfried. 45 Eleanor, on this theme, begins to see
'Ithis kind of progress1on as part of some larger pattern.

Does everything then come over again a little differently?
She thought. If so, is there a pattern; a theme, recurring
like music; half remembered, half foreseen? ... & gigantic -
pattern, momentarily perceptible? The thought gave her
extreme pleasure: that there was a pattern, But who makes
it? Who thinks it? ’-I-6.

The usé of the device of the "Mittle rhythm" perfectly parallels,
in its effect, such a conception of history. This notion of the nature of

" history, and the expression of this conéepfion given above, reéalls the
_similar thought in T.S. Eliot's later "Four Quartets':s

I sometimes wonder if that is what Krishna meant...
That the future is a faded song,a Royal Rose or
a lavender spray
Of wistful regret for those who are not yet here to regret.

‘The two artists are probably unitéd hereé in & comion debt to
Bergson, Bradley and William James.

It is once again Eleanor ‘who introduces the final phase of the
" booke Grouping the elementé of the various conversations together, she
half-consciously begins'to prepare a moment of '"wholeness" which will bring
‘the various themes together and form the resolution.of all that has gone
before; she moves from the "actual' to the "ideal world, and has there a
glimpse of truth. What she sees is expressed in terms which still recall
after all the years the phiiosoph& of G.E, Moore: '"She felt, or rather saw,
not a place, but a state of being, in which there was real laughter, real
happiness, and this fractured world was vhole; uhole and free. But how
could she say it?" 47 - )
43, Y., 2
bty Yo, 229 o - =
ks, Y., 72, 201!, 200,

'+6.' zo’ 398. )
l"?‘ !.,: 4200 :
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. She drifts off to sleep, and, uaking again, she is filled with
happiness: '"Was it because this had survived - this keen sensation {she
was waking up)- and the other thing, the solid objeét - she saw an ink-
corroded walrus - had vanished? %he openéd her eyes. wide. Here she was;
aiive; in this room; with living people.” =° .

Nicholas again attempts to finish his speech of thanks, but .
‘his effort is as vain as that of Ahtigone. His speech remains as incomplete,
the authoress implies, as the history of human progress. Eleanor hears
incompieté sentences, too, from North and Edward., North-is talking about
"the chorus ~'" (i.e. other people). Edward is saying that if he'd had hlS
way he would. have been not a scholar but something else, unnamed ¢ this
comment on his identity Edward likewise leaves unfinished. Moved to thought
partly by what she hears, Eleanor articulated the final resolution of the
novel, the truth for which all the characters have been searching:

There must be another life, she thought, sinking back into
her chair, exasperated. Not in dreams; but here and now; in
this room, with living people.... she was just- -about to grasp
something that evaded her. There must be another life, here
and now, she repeated. This is too short, too broken. We
know nothing, even about ourselves. We're only just beginning,
she thought, to understand, here and there ... She held her
hands hollowed; she felt that she wanted to enclose the
present moment; to make it stay; to fill it fuller and fuller,
with the past, the present and the future; until it shone,
whole, bright, deep with understanding. 48,

- Immortality and the ideal life, she realizes, are eternally and
indistinguishably part of the temporal and actual life: they are part of
a-uh;versal consciousness which exists forever in the present. It is oniy
with and in other people, living people, that one may consider that one
is living truly and completely, she conc;udes; But the '"moment' of
revelation. like individual life itself, does not last:

It's useless, she thought, opening her hamds. It must drope
It must fall. And then? she thought. For her too there would

" be the endless night; the endless dark. She looked ahead of '
her as though she saw opening in front of her a very long dark
tunnel ... in fact it was growing light. 49,

L8. Y., 460.
Lg, Y. s 46l-2.
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‘In the imagery Eleanor uses in this quotation, we see Night
and Day at last combined.

The Years thus concludes on a note of optimism and hope.
Two youngsters off the street are brought in to sing a song. They
represent the future, but their.song is unintelligible. It is frightening
and harsh, yet Maggie and Eleanor both find it at the same time oddly
beautiful,

As the sun rises the group of guests stand in the window:
they represent for us the past generation looking into the future. At
last, Delia thanks everyone for coming; but in the heightened terms of
this final sequence, it is evident that she is thanking them simply for

The guests leave. Eleanor turns to Morris, and, appropriately
enough in a novel examining the nature of human progress, her final
words to him are: "And.now?".”C* .

-ferhaps the best summary of what Virginia Woolf was trying
to convey in The Years is provided by her friend E.M.IForster'as‘he
attempted to assess her charactér in a lecture given ét Cambridge after
her death:

Though she could not be called an optimist, she had, very
profoundly, the conviction that the mind is in action against
matter, and is winning new footholds in the void. -That
anything would be accomplished by her or in her generation,
she did not suppose, but the noble blood from which she sprang
encouraged her to hope. 5l.

50. Yo, 469,
5l. Virginia Woolf, 20,
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Now the sun had sunk. Sky and sea were indistinguishable. (W., 167).
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CHAPTER IX.
In March 1941 Virginia Woolf committed suicide by drowning herself in

the River Ouse. Her body was washed out to sea. She left behind her

the manuscript of a last novel, Between the Acts, which had not been

finally revised at the time of her death.

The narrative of this last book is woven around the annual
pageant at Pointz Hall, a country manor. Most of the village people
take part in the play, which turns out to be an extended series of tablesux
from English traditionand culture, devised and directed by the
mysterious amthoress, Miss La Trobe., The rest of the neighbourhood are
invited to the performance, which is placed on its own as the centre of
the book. Before it begins and in the intervals between the scenes, we
follow the fortunes of a handful of equally important characters: the
religious Mrs. Swithin and her atheist brother Bart, the unfaithful Giles
Oliver and his romantic wife Isa, Mrs. Manresa, '"'the wild child of
nature" *° (almost a twentieth-century "Wife of Bath") - and William
Dodges, a homosexual., These individuals = all témperamental opposites -
form different groupings during the course of thé play,‘and separate
once more after its finale. '

It is generally acknowledged that Between the Acts deserves

to stand with To the Lighthouse and The Waves as one of Virginia Woolf's

most important accomplishments. However, this last book defies an
interpretation of the sort that was possible with the other novels, for

it most of all fulfils Mrse. Woolf's requirement - mentioned in the
Introduction to this study - that philosophy and novel be indistinguishable. *°
It is really a unified statement of the authoress's entire mature view of

the nature of consciousness, civilization and tradition, conceived on a

scale that is practically universal: DBetween the Acts attempts to

comprehend everything that the authoress knows and has concluded about

humanity and the universe, in some way within its pattern. The brief

1. B.A., 122,
2. ‘'The Novels of George Meredith!, Collected Essays I, 230.




247,

moment of a rather comic and - for all its ideals - imperfect amateur
theatrical, taking place at a definite point in time before the Second
World War, becomes, in this book's terms, a microcosm of all history and
all conscious life.

This work is thus so rounded and the parts so interdepéndent
that it would be extremely difficult to separate out any piece from the
rest. It is true that the novel may be read simply at the surface level
as a comedy, and yet it takes on mamy further dimensions of memning if
interpreted in the light of the authoress's overall intention. In
addition, there is a new and persistent element which helps to fuse the

novel into a single whole: the element of humour. Between the Acts is a

continuously humorous book, and all the authoress's personal pretensions
and attitudes are throughout subjected to her own ireny and wit. The
novel both parodies itself and yet defends what it parodies; for -ordinary
huménideas, theories and aspirations, though commendable, are inevitably
imperfect, the authoress feels. At the same time, she presents her view,
for what it is worth.

This, then, is the ambition behind Between the Acts: that it -

should be on a deeper level a composite view, a microcesm, of all that
the authoress seés to be important in the composition of past or present
society. Going even further, this novel, as the following extract from
the diary for 1938 makés ¢lear, was to express the authoress's final
acceptance of what may be called an almost "global" view of society as if.
it were itself a living unit; and, ultimately, the rejection of what she
had come to hate: the egotism of human identity. o

"I" rejected: "We" substituted: to whom at the end shall

. there be an invocation? '"We'!' ... the composed of many
different things ... we all life, all art, all waifs and
strays ... somehow unified whole - the present state of
my mind? 3.

What Virginia Woolf hoped to achieve in Between the Acts was

her ultimate example of the 'formed'" work of art, which yet contained

within itself another work of art - the pageant - to typify, in terms of

3. Diary, 239.
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its function, all that the artistic object ideally .should be. Thus, in
a self-critical attempt at the ideal, the novel tries to be what Rhoda
saw in the loop of the figure on the blackboard in the early part of The
Waves: something that begins to "fill with time" and 'holds the world in
it" '*, that, like Rhoda, seeks to escape "the antics of the individual
by spreading 'in wider and wider circles of understanding that may at
last ... embrace the entire world". De
This is, of course, an extremely ambitious intention,and there.
are certain obvious obstacles to its fulfilment. The highly robust and
very nearly‘self-sufficient main plot yet proceeds at the service of a
philosophic generalization. Consequently, its main method must be that
of synechdoche: the "part" (e.g.: the "audience') repfesenting thé "whole"
(us, the readers; humankind). As a result, we inevitably feel as if in
certain parts the library catalogue is being substituted for the library

itself., Between the Acts is intended to be a review of the entire human

situation - an example of a'prepedént might be the way that this is
sometimes claimed for The Iliad, where the pastoral content of Homer's
metaphors balances the scenes of war. However, the novel can only be
satisfactorily viewed as Virginia Wbélf's most éoﬁprehensiﬁe and most
ostenéibly objective peréonal assessment of the nature of all: the world
about her. .

In service of this aim, then - of making this book stand for
all life - the historical pageant is, on one level, obviously enough a
way of including the element of the past in a statement meant to be all-
inclusive. It is a device to bring "the past" into ''the present", in
order to show that past and present are indistinguishable; that the past
contimues to exist in the present by its continuing effect on it - and
is as such an example of a pattern in Mrs. Woolf's works with which we
have now become familiar. But the pageant owes its inclusion not simply

to its function as a "time-device' and as a dim reflection of the ideal

in art: if, as Between the Acts suggests, change is illusory, is only

'Ll'. H. [ 15.

Se Wey 158.
6. See Chapter VIII.
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"fashion", and all present time is a repetition of past time in a new
guise, then the temporally;: limited work of art may, if comprehensive
enough, on a broad plane indicate the essence of all time and all
experience.

Another reasoﬁ for this book's aim of symbolizing the elements
of all experience lies in the conneé¢tion Virginia Woolf saw between art
and immortality. She recognized that the prime characteristic of the
immortal was that it was timeless, and yet comprehended all space and time..
To this novelist, in ideal terms the same claim could be made for the
perfect work of art, for it was - ideally - timeless, and yet implied.the
historic influences inevitably acting upon its creafor. Thus it would
become a receptable both of its past and - to this deterministic view -
of the future, potential within it. So, for Virginia Woolf, as we shall
see, the only experience of immortality available to ordinary people in ;
everyday life lay in the.contemplation of works of art. Also, since the
work of art reflects society -~ is. as much made up of society as of its
creator - it is, in Mr§. Woolf's sense, the guarantor of society's
immortality. Hence the importance of completeness.

So in an attempt at the greatest possiblé comprehensiveness,
Virginia Woolf incorporates into her own work of art not only the work of
art itself - epitomised by the pageant - but also its audience. The
result of the synthesis of audience and art-work is the formation of a
new whole: the novel itself.

This is what Between the Acts represents, seen in its place in

her creative development: it is her attempt at a ''final synthesis", at a
generalization large enough to include society, the world and its

contraries, and all she had learnt of them.

2.

One may agrée with -James Hafley, who contends that Mrs. Woolf
does not have "a strong historical sense, though she has a strong sense

of time. The scenes in the pageant catch the mannerisms, not the spirit
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of the Ages they review. And yet, going further, one may perceive that
to this novelist all that is important about history is what it tells us
about time -~ she makes no claim to "historical sense'. Secondly, she is

. making precisely this point - that all that distinguishes one age from
another is its mannerisms: human nature, underneath, remains the same:
consciousness itself, always in the present, remains unchanged in essence..

Understood in these two ways, it may be perceived that Between the Acts

is filled with history, and with prehistory: with a sense of the past
eternally impinging upon the present.
When the book opens, for example, Mrss Swithin is reading an .

Outline of History, and imagining iguanodons and mammoths in Piccadilly

Circus, "from whom, presumably ... she thought ... we descend.” 8. She

mentions this again on P. 38, when Isa is wondérihg how far they are from

the sea. The waves, of course, once again represent the recurring and

ever-present tides of history: they recall the primaeval and barbaric

beginnings out of which human beings have evolved. Even the cows who

interrupt the play on P. 165 bring the past into the work of art: "It

was the primaeval voice sounding loud in thé ear of the present moment."
The element of the past is brought to the performance not

only in the play, but by the audience who might answer: "ddsum; I'm here,

S.

in place of my grandfather or great-grandfather'. More than

representing their own lineage, each person is a product of the entire
history of their country, and this is like the actor on P. 94 who is able
to say "England am I',

Isa in her own way becomes aware of this pressure that the
past places upon her:

"That was the burden'', she mused, '"laid on me in the cradle;
murmured by waves; breathed by restless elm trees; crooned
by singing women; what we must remember; what we would
forget." 10.

Even a cracked gramaphone record reminds the audience of time:

Tick, tick, tick the machine continued.

"Marking time', said old Oliver beneath his breath.

"ijhich don't exist for us", lucy murmured. 'We've only the
present." - _

"Isn't that enough?" William asked himself, Beauty - isn't.

7. The Glass Roof, 372.
8. E.A.' 13.
9. B.A., 92.
loo EOE., 132.
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that enough? But here Isa fidgeted ... '"No, not for us,
who've the future'', she seemed to say. The future
disturbing our present. 1l.

In this way the "work of art! comtains within itself not only .
the present, in which it.exists, but also the past and the fubure. It
also contains within itself all previous works of art, as Mrs. Manresa
discovers: '"Was it an old play? Was it a new play?" No one aﬁswered."la'

' This continuity is not only applicable to the nature of works
of art. People themselves do not in essence change: present time - the
present age -.is only the return of past time with slight variation. The
audience, chattering among themselves between the scenes, discuss this.
"D'you think people change? Their clothes of course ... But ourselves -
do we change?! 13. The audience is, in one sense, always the same
audience.

Why, then, is there the appearance of change? Sociai change,
Mrs. Woolf answers, results from life's inability.to attain the idesl of
perfecfion discoveraﬁle in the present only in thé perfection of form of
works of art: '

ee. change had to come, unless things were perfect; in which
case she supposed they resisted Time. Heaven was changeless.
ee. Tick, tick, tick went the machine in the bushes.
"The Victorians'", Mrs. Swithin mused. "I don't believe!'
she said with her odd little smile, "That there ever were
such people. Only you and me and William dressed differently." 1k,

Miss La Trobe, the authoress, herself becomes aware at the end
sf the performance ofla'completely new work of.art that she feels is
arising sut of the ola: she senses that her present play contains the germ
of all her future plays: ‘''Another play always lay behind the play she
had just written." 1h.

Not only the element of tiﬁe, present, past and future, is
brought into the nowvel, but geographical space as. well: Mrs. Swithin,

gazing into the pond, sees in the lily-pads and .shadows the various

continents of the world. 15.
11, B.A., 100,

12, B.K., 130.

13. B.Aey b,

l’+' E.A., 203.

15. B.A

o3 239
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Further dimensions are introduced on the literary plane: Mrs.
Woolf experiements with levels of reality. The audience are made part of
‘the pageant of English history by the introduction of ten minutes of
present time at the end, during which nothing happens: the audience,
chattering émong themselves, are the only actors. 16. On P. 192 real
swallows fly across the back-drop and blend in with it. There is also
the evident paradox that we as readers are both spectators of the play
within the novel, and audience to the audience within the work.of art

itself. We ourselves form the third plane. of reality in the novel.

S

In(addition to its aim of synthesising the major universals of
experience, such as time, space, history, society, and art, into a single

~artistic work, Between the Acts continues the evolutionary theme that the

.authoress took up in The Years: the book-itself representé the synthesis
of a kind of dialectic Virginia Woolf saw opérative in human life. In
.'essence, this dialectic is based upon the standard Hegelian patterﬁ of
development through opposites; but Mrs. Woolf applies the same pattern to
her own world of literature, to social chénge, and to her abiding concerns.
The diary shows the development of these ideas in her own mind.
She begins, for instance, to see a contrasting pattern in the history of
English letters: an age of discovery folleowed by an age‘of satire: "The

17.

age of understanding: the age of destroying - and so on." Some

months later, plannihg her new novel - Between the Acts - she deliberates

on this theme: "I see that there are four? dimensions: all to be produced,
in human life: and that leads to a far richer groupihg and proportion.
I mean: I; and not I; and the outer and the inmer - no I'm too tired to
. 18,
say'.
This theme of the conflict of 6pposites - especially those of
imagination and action, the individual and society, consciousness and the

universe - has of course always been one of Virginia Woolf's preoccupations,

16. B.A., 209-210.
17. P. 2b47.

18, Day, 259.
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especially after To the Lighthouse, where Mrs. Ramsay comes to symbolize

the synthesis that art effects: " a sort of transaction went on between
them, in which she was on one side and life was on another, and she was
always trying to get the better of it, as it was of her; and sometimes
they parleyed (when she sat . alone); there were, she remembered, great

19.

reconciliation scenes." -Bernard, likewise, in The Waves, as we have
seen,- came to think of the shadowy Percival as his opposite: Percival
représented all that was necessary to complete him. But in Between the
Acts Mrs. Woolf brings these lines of her reasoning together, and presents
her novel as the embodiment of the idea of the '"'synthesis' which yet
contains all the opposites that compose it. In addition, what is especially
important is that she here brings together two opposites, artist and
audience, in a 51ngle work of art.

"The reason for this is that Between the Acts is‘ the culmination

of her-own prolonged meditation on the role of the artist in society.
Virginia Woolf, aslwe have seen, originally felt that the life of action
and the imaginative life'wehe as entirely opposed'as.were society'and the -
individual artist: this 1s the theme of both Night and Day and Mrs.

Dalloway. More and more, however, she 'began to seek a reconciliation
between these opposites. In her essay 'Middlebrow', 20. published during
the 1930's, she divides society up into two sorts of people, each equally’
dependent on each other. In society, one may be either a highbrow: ''the
man or woman of thoroughbred intelligence who rides his mind at a gallop

' . I - P o .
across country in pursuit of an idea y O & lowbrow a man or a woman

of thoroughbred vitality who rides his body in pursuit of a living at a

22,

gallop across life." In other words, a man of thought or a man of

action. Both are equally necessary to each other.

You have only to stroll along the Strand on a wet winter's
.night and watch the crowds lining up to get into the movies.
These lowbrows are waiting, after the day's work to ... sit

in hot theatres in order to see what their lives look like.

And the highbrows, of course, are the only people who can

show thems Since they are the only people who do not do

things, they are the only people who can see things being

done ... one is the complement and other side of the other! 23.

19, T. L., 95.
20. Collected Essays II, 196-203.

21. Op. cit., 196,
Op.

22 c1t., 197.
23, « Cit., 198,
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Thus when Bartholomew says-"Our pért es. is to be the audience"24°
he is conceiving the audience as having an integral rolé in the play as-
such; and also in the play that is life. This is part of the multiple
ambiguity of the book's title: Between the Acts refers to the happenings

between the acts of the play; it also implies that, dialectically, life
is periodically interrupted by the scenes, the "acts'" of creation which
reflect it; further, the title directs our attention to the periods of
contemplation, imagination and artistic creation which lie between the
actions of ordinary life. In this dialectical patterm ''the audience'
and "the play" are two complimentary parts, active and passive in turn.
The mirrors which are directed at the audience at the end of the pageant
on P, 216 are symbolic of this relationship: we learnt on P. 26 that
books are '"the mirror of the soulY; in the same way the play is the
reflective repreSenta;;on of life. And, as the final words of the book

- "the curtain rose" - should.indicate, we ourselves are seen, on a
new ieﬁel, as being both passive specfators - audience of the work of art
we are reading - and actors in the pageant that is life itself, which the
book reflects, and which we take part in when we put the book down.

In this manner Between the Acts reiterates over and over again

the theme of the necessity for the existence of opposites and for their
reconcilition. Mrs. Woolf's own classical antinomies - masculine,
feminine; intellect, feeling; analysis, synthesis;-society,'the artist;
action, imagination; night, day; granite and rainbow -~ all of them related,
are now seen in a Bradleian way to be necessary parts of a single whole.
The authoress, with time, has achieved "distance" from her subject, life;
she has gained 6bjectivity, and is now able to see that all these
‘opposites - together with those of chaos and order, flux and form, time
and the moment, life and art, audience and artist - are all subsumed into
the whole: are all necessary and interdependent elements in the
metaphysical unity that is life. As the old woman recitgz, half way

through the pageant, ''all's one now, summer or winter."

2k. B.A., 73.
25.. B A., 256,
26, B A., 107.
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The dialectic itself - and all these above oppositions - are
ultimately reducible to a single pattern, as Isa, watching the pageant,
seems to realise: '"The plot was only there to beget emotion. There were

27.

only two emotions: love; and hate," On the next page, a character
cries out: '""My love! My lord!" "It was enough. Enough. Enough", Isa
repeated. All else was verbiage, repetition.”" A little later, she adds.’
a third emotion to the first two: ' Peace was the third emotion: Love..
‘Hate. Peace. These emotions made uplthe ply of human life." 28. This, -
then, is the dialecfical.pattern as Mrs. Woolf sees it: a thesis, creation,
unifying, "forming'; followed by the antithesis: destruction and .
disintegration. After the conflict of these two opposing forces comes'

a brief synthesis, a mdmentary "peace', a momentary stasis. In the final
passage of the book, Isa, alone with Giles, recalls her earlier
meditation:

Alone, enmity was bared; also love. Before they slept, they
must fight; after they had fought, they would embrace. From'
that embrace another life might be borns But first they
must fight, as the dog fights with the vixen, in the heart
of darkness, in the fields of night. 29. )

This dialectical pattern applies to the characters of the
other figures in the book, as well. For example, Bartholomew and his
sister Mrs., Swithin are opposites, just as Isa and Giles are, for he is
-an atheist, she is religious. Bartholomew, contemplating his sister,

thinks: "She was thinking, he supposed, God is peace. God is love. For .
n 30

she belonged to the unifiers; he to the separatists.

Fish had faith, she reasoned... But her brother would reply
"That's greed." '"Their beauty!' she protested. "Sex", he
would say ... He would carry the torch of reason till it
went out in the darkness of the cave. For herself, every
morning, kneeling, she protected her vision. 31.

On P. 204, we see the nature of Lucy Swithin's "one-making'",
which contrasts so much with the activity of her brother's temperament.

The vision, although parodied, is not unlike Virginia Woolf's own:

27. BeAe, 109,
28, B.A., 11l.
29. Beh., 255-6.
30. B.d., 140,
31. Eoﬂ., 2"".
32, B.A., 20k,
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Mrs. Swithin caressed her cross. She gazed vaguely at the
view, She was off, they guessed, on a circular tour of the
imagination - one-making. Sheep, cows, grass, trees,

ourselves - all are one. If discordant, producing harmony

- if not to us, to a gigantic ear attached to a gigantic

head., And this - she was smiling benignly - the agony of

the particular sheep, cow; or human being is necessary; and so
-~ she was beaming seraphically at the gilt vane in the distance
- we reach the conclusion that all is harmony could we hear

it And we shall. 32.

Both opposites, Iucy and Bart; are treated with like sympathy:
both are equally valuable.

Art represents the synthesis in this dialectic of opposites.
Like Mrs. Ramsay, bringing together conflicting elements, art is the "
permanent result of the brief moment of peace and unity in human life..
The audience tacitly recognizes this as they listen to the music: '"Music
wakes us. Music makes us see the hidden, join the broken.'" 5.

But in life, a disintegration must inevitably'follow: the
sense of form must break. As theaudience 1ea§es at the end of the pageant,
the gramophone in the bushes repeats over and over again: "Dispersed are

we''s As the people disappear, the turntable gradually slows to a halt:

The gramophone gurgled Unity - Dispersity. It gurgled Un ...
dis ... and ceased. 3. ' :

b,

The dialectical theme of Between the Acts has a further, and
most important dimension: its application to the problem of identity.
What Virginia Woolf is attempting to show us in this novel is that, as
we learned from The Waves, each person has in them the potentiality to be
everyone else, It is the pressures of our everyday existence which
impose on us the necessity for choosing a particular personality, she
maintains. Thus each person contains untapped within themselves their
opéosite. Just as Bernard looked upon Percival as his opposite = all

the people he was not - so in Between the Acts Mrs. Woolf sees individual

man's experience as being limited by what he is not. Man, in the

32, BeA., 204,
33, Buh., 143,
34, B.k., 235.
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Yeatsian manner, needed to become his "opposite! to become everyone

else': this she finds to be the ultimate aim and purpose of communication.
And thus this theme of the completion by opposites is a central feature
of the dialectic presented in her last novel;

Each person in the book has a hidden person within themselves:
on P, 69 Bartholomew, despite his age, becomes under the influence of
champagne a "benign old man'; Mrs. Manresa, equally despite her age, is
a "wild child of nature". Giles dresses like a cricketer, and Isa is a
‘repressed poet. Everyone supposes William Dodges to be an artist, and
even the sheep's thigh bone on P. 55, recovered from the pool, ié
supposed really to be that of a lady who drowned herself for love.

. But thése hidden personalities are not entirely imprisoned.
It is art that frees identity from the restrictions of “éelf", Mrs. W&olf
maintains. TFiction, by causing us to identify with other characters and
other lives than our own, enables us.to fulfil ourselves by exercising all
those different potentialities which lie ‘dormant within our
personalitiess On P. 112 Mrs. Manresa feels that she is the Queen in the |
play; she sees Giles as the égrly hero. And when the performance ends
for the interval, the audience ''felt - how could one put it - a little
not quite here or there. ‘As if the play had jerked the ball out of the
cup; as if what I call myself were still floating unattached, and didn't
settle. Not quite themselves they felt." 35

We see exactly what this peculiar liberating function of art
entails, Qﬁen audience and artist confront each other during the interval,
in the persons of Mrs. Swithin and Miss La Trobe:

Their eyes met in a common effort to bring a common meaning
to birth, They failed; and Mrs. Swithin, laying hold.
desperately of a fraction of her meaning, said: "What a small
part I've had to play! But you've made me feel I could have
played ... Cleopatral'

eee "I might have been - Cleopatra,' Miss La Trobe
repeated. "You've stirred in me my unacted part", she meant. 36.

Between the acts of life in which we take part, Mrs. Woolf means,
we are passive, the audience to the work of art. In escaping action or
speech we escape the need to be any one individual entity: '"O Lord,

35. B.A., 175.
36. Eo&og 1790



258..

protect and preserve us from words the defilers, from words the impure!
What need have we of words to remind us? Must I be Thomas, you Jane?"
(P. 222). And thus in escaping personality we fulfil our personalities,
since the need for distinction disappears. We lay ourselves open to
acting, in spirit, any of the roles with which we are confronted.

Even the inferpreter, the critic, is parodied in the: person
of the priest who says a few words at the conclusion. He does however,
despite his pomposity, make some accurate judgments:

To me at least it was indicated that we are members one of
another. EFEach is part of the whole ... We act different
parts; but are the same. That I leave to you. 37.

The pageant, the work of art, thus comes again to constitute
a synthesis: it bridges the gép between the single ''self' and all
consciousness. “

. So the individual, for Mrs. Woolf, is not restricted to the
confines of his own personality. As Mrs., Swithin explains:'''we have
other lives, I think, I hope," she murmured. '"We live in others, Mr ...
"We live in things."} 38. Thus the importance of the artist to the
audience, and the audience to the artist: at least to Virginia Woolf,

they are in a real sense the guarantors of each others' immortality.

5

-

In Between the Acts, the poetry that continually runs through

Isa's brain exhibits a discordant and disturbing element. Treated in a
spirit of parody, it is not meant to be good poetry. All the imagery it
contains, however, has to do with escapism and death. Meditating on the
‘chant "Dispersed are we', Isa contemplates death by drowning, and wishes,
as Fhoda in The Waves did, "That the waters should cover me'':

"There', .Isa mused, 'would the dead leaf fall, when the

leaves fall, on the water. Should I mind not again to see may
tree or nut tree? Not again to hear on the trembling spray
the thrush sing, or to see, dipping and diving as if he
skimmed waves in the air, the yellow woodpecker?'" 39,

In March 1941, before Between the Acts was finally revised,

Virginia Woolf drowned herself in the River Ouse near her home. She left

the following note for her husband, Leonard Woolf:

37, B.A., 22k,
3%, B.A., 86.
390 BoA-. 12""-5-



259.

I feel certain that I am going mad again. I feel we can't

go through another of those horrible times. And I shan't
recover this time. I hear voices and cannot cohcentrate on
my work. I have fought against it, but cannot fight any
longer. I owe 2ll my happiness in life to you. You have
been perfectly good. I camnot go on and spoil your life. 40.

With an artist who, as we have seen in this study, had so long
used the symbol of the waves and of water to represent her sense of the
continuance of life, of the arising of the individual from the waves and
his absorption back into the sea of universal consciousness, the symbolic
implications of her own act of suicide surely cannot help but suggest
themselves to her readers. In dying as she did, Virginia Woolf succumbed
to the pressures of her life and of her own metabolism. Yet, familiar
with her symbols as we now are, it seems possible to suggest that in this
last act of annihilation, she succeeded, paradoxically, in uniting her
life and her art; at any rate if these are to be understood in the light .
of her own general conclusions about life and art. This is the apparent
difference between Isa's death-wish, and Mrs. Woolf's death: ' .

Miss La Trobe, the authoress, left alone after the conclusion
of her pageant, contemplates the nature of her achievement:

She could say to the world, You have taken my gift! Glory
possessed her - for one moment. But what had she given? A
cloud that melted into other clouds on the horizon. It was
in the giving that the triumph was ... If they had under-
stood her meaning, if they had known their parts; if the
pearls had been real and the funds illimitable - it would
have been a better gift. Now it had gone to join the
others. 4l.

Yet suddenly a flock of starlings attacK the tree under which
she stands:

The tree became a rhapsody, a quivering cacophony, a whizz
and vibrant rapture, branches, leaves, birds syllabling
discordantly life, life, life, without measure. 42.

She begins to plan her next play. The preparatory conception

exactly parallels the ending of the book Between the Acts, to the moment

when the curtain rises upon life - the life of reader and audience.

Lo, James Hafley, The Glass Roof, 6.
41, B.A., 2u44.
42, B.A., 245,
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But further on than this Miss La Trobe feels unable to go. Alone, Miss
La Trobe, the authoress, having imparted her gift, takes her leave,

It was strange that the earth, with all those flowers
incandescent - the lilies, the roses, and clumps of white
flowers and bushes of burning green - should still be
hard. From the earth green waters seemed to rise over
her. She took her voyage away from the shore, and,
raising her hand, fumbled for the latch of the iron
entrance gate. 43,

""3. E.‘A. [] 2“’6.
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The Waves broke on the shore. (W., 211).
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