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ABSTRACT 

V i r g i n i a  Woolf wro te  Between t h e  Acts  i n  a palimp- 

s e s t i c  s t y l e  i n  which l a y e r s  of  meaning concea l  t h e  p o l i t i c a l  

s i g n i f i c a n c e  of t h e  t e x t .  Th i s  s i g n i f i c a n c e  i s  c l e a r  a f t e r  

c r i t i c a l  r e / v i s i o n :  Adrienne R i c h ' s  " a c t  of s u r v i v a l . "  The 

key t o  s u r v i v a l  f o r  Woolf i s  language.  She i s  p r i m a r i l y  

concerned w i t h  t h e  development o f  new forms of  language,  

forms which by i n c o r p o r a t i n g  t h e  speech of  a l l  c l a s s e s  of 

people ,  t h e  sounds of  an ima l s  and t h e  machinery of  modern 

l i f e ,  w i l l  c o n t r i b u t e  t o  communal p e r c e p t i o n s  o f  t r u t h .  The 

c r e a t o r  of  t h e  new language i s  t h e  anonymous a r t i s t  i n  whose 

mind and imagina t ion  a l l  d i s p a r a t e  e l emen t s  u n i t e  i n  a v i s i o n  

of a world reborn .  I n  Woolf ' s  nove l  t h e  a r t i s t  i s  a 

formidable  f i g u r e  who p e r s o n i f i e s  t h e  pr imeval  e a r t h  mother,. 

t h e  age  of  reason  o r  en l igh tenmen t ,  and t h e  o r i g i n  of  

language--metaphor. 

Woolf conveys h e r  message t h a t  i n  u n i t y  and 

community a r e  s u r v i v a l ,  i n  an economical  p r o s e  s t y l e  t h a t  

i t s e l f  r e t u r n s  t o  t h e  o r i g i n s  o f  l anguage .  By r educ ing  sex ,  

c l a s s ,  r a c e ,  s p e c i e s  and i d e o l o g i e s  t o  a s y l l a b l e  o r  a word, 

and u n i t i n g  t h o s e  s y l l a b l e s  and words i n  t h e  names of  h e r  

c h a r a c t e r s ,  she  o f f e r s  c l u e s  t o  t h e i r  r o l e s  and behaviour .  

The c h a r a c t e r s  i n  t h e  nove l ,  and i n  t h e  pageant  w i t h i n  t h e  

nove l ,  symbol ise  t h e  e n t i r e  p e r i o d  o f  E n g l i s h  h i s t o r y  and 

l i t e r a t u r e  as w e l l  a s  t h e  mytholog ies  of  many c u l t u r e s ,  i n  



p a r t i c u l a r  p r i m i t i v e ,  p r e - p a t r i a r c h a l  Greece and a n c i e n t  

Egypt. The work of J a n e  E l l e n  Har r i son  t h e  a r c h e o l o g i s t  

i s  an impor tan t  sou rce  f o r  Woolf ' s  mythological  a l l u s i o n s ,  

and f o r  t h e  s e t t i n g  of  t h e  novel :  on one l e v e l  t h e  Diony- 

s i a c  t h e a t r e  of a n c i e n t  Athens and a  r e p o s i t o r y  of a l l  

t h i n g s  p a s t .  

Between t h e  Acts  i s  t h e  i n t e r v a l  between t h e  f i r s t  

a c t , t h e  p a s t ,  and t h e  second a c t ,  t h e  f u t u r e ;  an i n t e r v a l  

f o r  t h e  a c t o r s ,  o u r s e l v e s ,  t o  dec ide  whether t h e  words of  

Act 2 ,  t h e  f u t u r e ,  w i l l  be  spoken i n  t h e  language of l i f e  

o r  the language of  dea th .  



T e l l  a l l  t h e  T ru th  b u t  t e l l  it s l a n t  
Success i n  c i r c u i t  l i e s  
Too b r i g h t  f o r  o u r  inform D e l i g h t  
The Tru th  superb  s u r p r i s e  
A s  L igh ten ing  t o  t h e  Ch i ld ren  eased  
With Explana t ion  k i n d  
The Tru th  must d a z z l e  g r a d u a l l y  
O r  eve ry  man be b l i n d .  

Emily Dickinson 1129 Ca 1868 

An a c t i o n  l i k e  t h e  a c t i o n  of t h e  "Antigone" 
of  Sophocles ,  which t u r n s  upon t h e  c o n f l i c t  
between t h e  h e r o i n e ' s  du ty  t o  h e r  b r o t h e r ' s  
co rpse  and t h a t  of  t h e  laws of  h e r  coun t ry ,  
i s  no longe r  one i n  which it i s  p o s s i b l e  
t h a t  we should  f e e l  a  deep i n t e r e s t .  

Matthew Arnold,  P r e f a c e  t o  Poems. 1853 

We need new a r t  forms. New forms a r e  wanted, 
and i f  t hey  a r e n ' t  a v a i l a b l e ,  we might a s  
w e l l  have no th ing  a t  a l l .  

Chekov, The Seagu l l .  1895 
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INTRODUCTION 

THE FIRST ACT 

C r i t i c a l  a t t e n t i o n  p a i d  t o  t h e  nove l s  and s h o r t  

s t o r i e s  o f  V i r g i n i a  Woolf h a s  u n t i l  r e c e n t l y ,  focused  more 

on t h e  p o e t i c ,  i n n o v a t i v e  and expe r imen ta l  s t y l e  o f  t h e  

w r i t i n g  t h a n  on t h e  c o m p l e x i t i e s  o f  t h e  themes and t h e  

n a t u r e  o f  t h e  p o l i t i c s  behind them. I n  w r i t i n g  A Room of  

One's Own (1929) ,  h e r  long  d i s c u s s i o n  o f  t h e  p o s i t i o n  of 

women i n  r e l a t i o n  t o  w r i t i n g  and t o  formal  e d u c a t i o n ,  Woolf 

showed h e r  awareness  of  t h e  e x p e c t a t i o n s  o f  t h e  male c r i t i c s  

and p u b l i s h e r s  who were t h e  a r b i t e r s  of  l i t e r a r y  t a s t e  and 

i n d i r e c t l y  t h e  sou rces  of h e r  income. I n  a  1933 l e t t e r  t o  

Dame E thy l  Smythe quoted  by Adrienne Rich,  Woolf wro te  of  

"having k e p t  h e r  own p e r s o n a l i t y  o u t  of A Room o f  One 's  Own 

les t  she  n o t  be  taken  s e r i o u s l y :  " ' . . .how p e r s o n a l ,  s o  

w i l l  t h e y  say ,  rubbing  t h e i r  hands  w i t h  g l e e ,  women always 

a r e :  I even hea r  them a s  I w r i t e " '  (emphasis  R i c h ' s ) .  1 

I n  t h e  same l e t t e r  s h e  w r i t e s ,  ". . . I  f o r c e d  myself t o  keep 

my own f i g u r e  f i c t i t i o u s ;  l egenda ry .  " L  Three Guineas (1938) ,  
* 

t h e  d i r e c t  and c h a l l e n g i n g  s t a t e m e n t  of h e r  p o l i t i c s ,  

r ece ived ,  a s  Woolf f e a r e d ,  more a t t e n t i o n  from t h e  c r i t i c s  

f o r  i t s  pe r sona l  t o n e  and s t y l e  t h a n  f o r  i t s  p a c i f i s t ,  

f e m i n i s t  and s o c i a l i s t  s t a n c e .  A s  l a t e  as 1968 Herbe r t  



Yarder writes of its shrill and neurotic tone and lack of 

humour. 3 

Yet Woolfls fiction, poetic, stylistically innova- 

tive and experimental in form, was not easily or immediately 

. d,\I' '4 , understood, either due to what Yadeline Moore describes as . 
\ ,  ' ,l d - c ' r  

-$$: ' : "the myopia of the male reviewers," or because Woolf ' 

kbij:t I couched her opinions, criticisms and truths in words which * I . .  

- only those readers of remarkable perception' could under- 
. \  < " 

stand.l She employed a palimpsestic style similar in some 

ways to the many layered novels of the Brontes and the 

cryptic poetry of Emily Dickinson described by Sandra 

Gilbert and Susan Gubar in The Madwoman in the at ti^.^ And 

she spoke as she made Lily Briscoe the female artist in 

To the Lighthouse speak to her friend Mrs. Ramsey, "not in 

any language known to men. " 6  Recent feminist criticism, 

that is criticism that requires an understanding of women's 

lives and history, has drawn attention to the many levels 

of meaning in Woolf's work. Berenice Carroll suggested in 

In interpreting Woolfls novels, it is neces- 
sary to recognize that particularly in the 
more mature works, there is hardly a word 
without significance, and that the signifi- 
cance is often a well concealed political 
message. 7 

It seems now that Woolfls words about words, spoken in a 

BBC radio talk in 1937 have significance for the contemporary 

feminist critics who are scrutinizing and reviewing her worK: 



Words never  make a n y t h i n g  t h a t  i s  u s e f u l ;  and 
words are t h e  o n l y  t h i n g s  t h a t  t e l l  t h e  t r u t h  
and no th ing  b u t  t h e  t r u t h  ... t h e y  have s o  
o f t e n  proved t h a t  t h e y  h a t e  be ing  u s e f u l ,  
t h a t  it i s  t h e i r  n a t u r e  n o t  t o  e x p r e s s  one 
s i n g l e  s t a t e m e n t  b u t  a  thousand p o s s i b i l i t i e s - -  
t hey  have done t h i s  s o  o f t e n  t h a t  a t  l a s t ,  
happ i ly ,  we a r e  beg inn ing  t o  f a c e  t h e  f a c t  ... 
I t  i s  because  t h e  t r u t h  t h e y  t r y  t o  c a t c h  i s  
many-sided, and t h e y  convey it by be ing  them- 
s e l v e s  many-sided, f l a s h i n g  t h i s  way, t h e n  
t h a t .  Thus they  mean one t h i n g  t o  one person ,  
ano the r  t h i n g  t o  a n o t h e r  person;  t h e y  are 
u n i n t e l l i g i b l e  t o  one e n e r a t i o n ,  p l a i n  a s  a 
p i k e s t a f f  t o  t h e  nex t .  % 

I f  t h i s  g e n e r a t i o n  i s  f o r t u n a t e  enough t o  unders tand  Woolf 's  

words p l a i n l y ,  we must a l s o  be  aware o f  t h e  t a s k  she  l e f t  

u s  of dec iphe r ing  t h e  hidden messages, the  b u r i e d  themes; 

o f  fo l lowing  t h e  " s e r p e n t i n e "  s u b t l e t i e s  of  t h e  ins inua-  

t i o n s  through t h e  maze of  a r t i s t i c ,  s t y l i s t i c  and a l l u s i v e  

t e c h n i c a l  b r i l l i a n c e  i n  which many p r e v i o u s  c r i t i c s  have 

e i t h e r  become l o s t  o r  have n o t  d a r e d  t o  ven tu re .  9 

The gen ius  o f  Woolf ' s  w r i t i n g ,  t h e  i n t r i c a t e  

t r a c e r y  of  a l l u s i o n  and symbolism i n  which every  word 

e x p r e s s e s  " a  thousand p o s s i b i l i t i e s "  i s  nowhere b e t t e r  

hidden and,  s t r a n g e l y ,  nowhere more appa ren t  t han  i n  t h e  

novel  pub l i shed  a f t e r  h e r  d e a t h  i n  1941, Between t h e  Acts.  
i 

r ,  .,. 
Wri t t en  i n  t h e  mature year's between f i f t y  and s i x t y ,  it 

seems t o  be  t h e  cu lmina t ion  o f  h e r  l i t e r a r y  work, and I 

t h i n k  r e q u i r e s  a c r i t i c i s m  informed by an unders tanding  of  

h e r  r e a s o n s  f o r  t e l l i n g  it " s l a n t "  and o f  h e r  s t r a t e g i e s  

f o r  do ing  s o ,  a s  w e l l  as a  r e a l i s a t i o n  t h a t  she ,  V i r g i n i a  

Woolf, t h e  female a r t i s t ,  " f i c t i t i o u s ;  legendary"  t h e  



d e t e s t e d  " I , . . l a r g e  and ugly" removed, s t a n d s  a t  t h e  h e a r t  

of t h e  nove l .  10 

Between t h e  Acts  i s  a s t a t emen t  of  h e r  commitment 

t o  t h e  development o f  a  communal a r t :  an a r t  t h a t  w i l l  

i n f l u e n c e  and change t h e  cou r se  of h i s t o r y .  Mus ica l ly ,  

v i s u a l l y  and v e r b a l l y  a r t  c r e a t e s  and c o n t r o l s  t h e  world. 

Woolf 's p e r s p e c t i v e  h a s  s h i f t e d  s l i g h t l y  from t h a t  of Three 

Guineas, a  s t r a i g h t f o r w a r d  condemnation of  c a p i t a l i s m  under 

p a t r i a r c h y .  Then Woolf c a l l e d  f o r  t h e  v o l u n t a r y  d i s s o c i a -  

t i o n  of women from t h e  p o l i t i c s  i n s p i r e d  ( i f  t h a t  i s  p o s s i b l e )  

by t h e  " d r i e d  i d e a s "  i n  t h e  " s t e r i l e  mind[s ]"  o f  men. 11 

P a t r i o t i s m ,  she  f e l t ,  should be  r e j e c t e d  by women i n  favour  

of t h e  " r e a l  l o y a l t i e s "  of  love.  She quoted Antigone: 
bd 1" c 

4 .  
1 $ r .  \ <,r.u /< , 

t 

" ' I t  i s  n o t  my n a t u r e  t o  j o i n  i n  h a t i n g ,  b u t  i n  lov ing .  1 11 12 

In  Between t h e  A c t s  she  s e e s  beyond a  t i m e  o f  s e p a r a t i o n  and 

d i v i s i o n  t o  a d i f f e r e n t  k ind  of  world i n  which a l l  l i v i n g  

t h i n g s  speak i n  t h e i r  own way t o  t h e  p e r p e t u a l l y  o b s e r v a n t  

a r t i s t  whose l o n e l y  t a s k  i s  t o  s t r i v e  t o  r e / i n t e r p r e t ,  re/ 

p r e s e n t ,  and neve r  c e a s e  t o  r e / c r e a t e  and t o  u n v e i l  f o r  

o t h e r s ,  t h e i r  t r u t h s  which on ly  she  can see. H e r  on ly  - 
success  comes w i t h t h e  S r i e f  moment h e r  aud ience  i s  u n i t e d  i n  

t h e  p e r c e p t i o n  o f  t h e i r  common v i s i o n .  She c o n t i n u e s  t o  

s t r u g g l e  t o  produce new works so  t h a t  t h e  world  w i l l  con t inue  

t o  change and w i l l  be  k e p t  from t h e  danger  o f  d e a t h .  

Wool f ' s  view t h a t  p a r t i c i p a t i o n  i n  a r t  and l i t e r a -  
I 

t u r e  by a l l  classes o f  people ,  was n o t  o n l y  e s s e n t i a l  f o r  



u n i t y  and peace b u t  c r u c i a l  t o  s u r v i v a l ,  s h e  s t a t e s  unequi- 

v o c a l l y  i n  t h e  paper  "The Leaning Tower" t h a t  she  r ead  t o  

t h e  Worker's Educa t iona l  A s s o c i a t i o n  a t  Br igh ton  i n  May 

1940, a t  t h e  t i m e  s h e  w a s  w r i t i n g  Between t h e  A c t s :  She 

c r i t i c i s e s  a group o f  contemporary p o e t s ,  Stephen Spender, 

C e c i l  Day L e w i s ,  W.H. Auden and Louis  XacNeice among them, 

f o r  t h e i r  i n a b i l i t y  t o  communicate t h e  t r u t h s  of working 

c l a s s  exper ience ,  because t h e  language of  t h e i r  p o e t r y  merely 

r e f l e c t s  t h e i r  u n c e r t a i n  p o s i t i o n  between "two wor lds ,  one 

dying,  t h e  o t h e r  s t r u g g l i n g  t o  be  born." qhese  w r i t e r s  

l e a n ,  accord ing  t o  Woolf, from t h e  i v o r y  tower which, 

because of  t h e i r  p r i v i l e g e d  e d u c a t i o n ,  c o n t a i n s  them, toward 

t h e  common ground where t h e y  long  t o  be  "wi th  t h e  mass of 

humankind. " I 3  She h e r s e l f  d i d  n o t  a c c e p t  c r i t i c  Desmond 

McCarthy's judgment t h a t  s h e  t o o  occupied  t h e  tower ,  f o r  she  

f e l t  " f o u r  thousand f i v e  hundred and f i f t y  pounds" (a y e a r )  

c l o s e r  t o  t h e  ground t h a n  he ,  a u n i v e r s i t y  don. l4 Woolf 

u rges  working c l a s s  people  t o  r e a d ,  w r i t e  and t o  c r i t i c i s e  
*I '\ * + 

I 

i 
l i t e r a t u r e  i n  o r d e r  t o  b r i d g e  t h e  g u l f  between t h e  s e p a r a t e  

worlds  o f  t h e  educa ted  and t h e  uneducated,  and t o  accomplish 

t h e  e v e n t u a l  merging o f  a l l  classes. She s u p p o r t s  a "system 

of  f r e e  n a t i o n a l  educa t ion"  whereby t h o s e  d e s t i n e d ,  i n  her  

words, t o  mix w i t h  t h e  dead,  a t  p u b l i c  schools--she c i t e s  

Winchester--can a t t e n d  v i l l a g e  s c h o o l s  and "mix w i t h  t h e  

l i v i n g .  "I5 P o l i t i c a l l y  r a d i c a l  a s  h e r  o p i n i o n s  are, they  

had l i t t l e  impact  a t  t h e  t i m e  she  vo iced  them. 



So it i s  n o t  r e a l l y  s u r p r i s i n g  t h a t  s h e  emphasised 

he r  views i n  a d i f f e r e n t  way; u t t e r e d  h e r  p r o p h e s i e s  i n  

f i c t i o n a l  form, i n  t h e  p e c u l i a r l y  d i s t i l l e d  and concen t r a t ed  

s t y l e  she  had evolved  over  t h e  y e a r s  of  h e r  most p r o l i f i c  

w r i t i n g .  A t  f i r s t  it may s e e m  t h a t  Woolf 's  c r y p t i c  s t y l e  

b e l i e s  t h e  urgency o f  h e r  message, i f  indeed it i s  e s s e n t i a l  

f o r  t h e  f u t u r e  v i t a l i t y  of  t h e  w o r l d . / ~ u t  t h e  form o f  

Between t h e  Acts  i t s e l f  p rov ides  a  v e r b a l  paradigm of h e r  

v i s i o n  of  t h e  u n i t y  o f  a l l  t h i n g s  i n  an economical  p rose  

s t y l e  i n  which eve ry  word exp res se s  " a  thousand p o s s i b i l i -  

t i e s . "  She b r e a k s  words i n t o  s y l l a b l e s  and r e u n i t e s  t h e  

s y l l a b l e s  i n  o t h e r  words; by making anagrams of  w e l l  known 

words s h e  f l a s h e s  one o r  many a s s o c i a t i v e  meanings b e f o r e  

us;  she  re l ies  on t h e  sound of words a s  w e l l  as t h e  s i g h t  

of them t o  provoke o u r  unders tanding;  t h e  sounds of  b i r d s  

and an ima l s  j o i n  w i t h  human v o i c e s ,  musical  sounds and t h e  

n o i s e  of machines i n  a new language s u i t a b l e  f o r  u s e  i n  t h e  

I 
modern world .  

Woolf ' s  i d i o s y n c r a t i c  use  of t h e  language she  

i n h e r i t e d  goes  benea th  words t o  become s u b / v e r s i v e  and t o  

ove r tu rn  accep ted  forms.  I n  a d d i t i o n  she d e l i b e r a t e l y  

t a k e s  a p a r t  and man ipu la t e s  e n t i r e l y  f o r  h e r  own purposes ,  

t h e  accep ted  myths o f  many c u l t u r e s  t o l d  by w r i t e r s  as  

d i v e r s e  as P l u t a r c h  and Richard Wagner, a s  though o b t a i n i n g  

a  k ind  of  revenge  f o r  t h e  overshadowing by p a t r i a r c h a l  

Olympus, o f  ear l ie r  c u l t s  of  goddess worship  p a r t i c u l a r l y  



i n  p r i m i t i v e  Greece and a n c i e n t  Egypt. Perhaps  t h e  most 

d a r i n g  and c e r t a i n l y  t h e  most q u e s t i o n a b l e  o f  h e r  a c t i v i t i e s ,  

i f  we c o n s i d e r  t h e  p r o p r i e t o r i a l  a s p e c t  o f  l i t e r a r y  conven- 

t i o n . i s  h e r  unabashed commandeering of  p i e c e s  from t h e  

works of  o t h e r  w r i t e r s  t o  u s e  i n  h e r  own f i c t i o n a l  c r e a t i o n .  

V i r g i n a l  Woolf s u f f e r e d  from t h e  i n d i g n i t y  of having 

t o  t a k e  second p l a c e  t o  o t h e r  w r i t e r s  of  h e r  t ime;  t o  be  

t r i v i a l i s e d ;  t o  be  d i smis sed  as s h e  was, by male c r i t i c s  

and f r i e n d s ,  W.H. M e l l e r s  i n  1937,  rev iewing  The Years f o r  

S c r u t i n y ,  a jou rna l  n o t o r i o u s  f o r  i t s  view t h a t  Woolf d id  

n o t  i n h a b i t  t h e  r e a l  world  of  female  expe r i ence ,  wrote  

s l i g h t i n g l y  o f  h e r  " r e f i n e m e n t , "  h e r  " c e l e b r a t e d  f e m i n i n i t y , "  

her  " t e p i d  Bloomsbury p rose"  and h e r  "minute  s o c i a l  

world. " I 6  E.M. F o r s t e r ,  t h e  f r i e n d  w i t h  whom she  g o t  drunk 

one n i g h t ,  and who r e v e a l e d  t h a t  he ,  a  homosexual, found 

"sapphism" d i s g u s t i n g  f o r  it made women independent  o f  men, 

c a l l e d  h e r  "can tankerous"  and " o l d  f a sh ioned .  "17 ~ o o l f  w a s  

i n t e n s e l y  c r i t i c a l  of  t h e  w r i t i n g s  o f  h e r  con temporar ies .  

She f e l t  t h a t  t hey  had no v i s i o n ,  no new p l o t s  f o r  t h e  

w o r l d ' s  con t inuance .  She w a s  " n o t  a  l i t t l e  j ea lous"  of 

Lyt ton  S t r a c h e y ' s  succes s  w i t h  Eminent V i c t o r i a n s ,  h i s  w i t t y  

i c o n o c l a s t i c  v e r s i o n  o f  n i n e t e e n t h  c e n t u r y  h i s t o r y  which, 

a l t hough  peppered w i t h  c l i c h G s  and w r i t t e n  i n  a s e n s a t i o n a l  

s t y l e ,  b rought  him fame, r e s p e c t  and a  c o n s i d e r a b l e  amount 

of money. l8 Although she  approved o f  S t r achey  mocking t h e  

V i c t o r i a n  Age she  found h i s  work " t o o  much a f r a i d  of  du lnes s  



t o  say any th ing  o u t  of  t h e  way. H e  i r k e d  h e r  t o o  by 

p r a i s i n g  T.S. E l i o t  more e f f u s i v e l y  t han  she  l i k e d .  20 

E l i o t  puzz led  h e r  f o r  she  recognised  t h e  importance of  h i s  

poe t ry  b u t  d i s a g r e e d  w i t h  h i s  r e l i g i o u s  views. She f e l t  

t h e r e  was "something obscene i n  a  l i v i n g  person s i t t i n g  by 

t h e  f i r e  and b e l i e v i n g  i n  God. "21 E l i o t ' s  s o l u t i o n  t o  t h e  

a l i e n a t i o n  of  t h e  t w e n t i e t h  c e n t u r y ,  h i s  longing  f o r  t h e  

" p e r p e t u a l  s t a r / ~ u l t i f o l i a t e  ro se"  i s  ve ry  l i t t l e  d i f f e r e n t  

from Matthew Arno ld ' s  lament from t h e  n i n e t e e n t h  c e n t u r y  

f o r  t h e  "Sea of  F a i t h .  " 2 2  To an a t h e i s t ,  a s  Woolf was, a  

p roposa l  t o  r e t u r n  t o  C h r i s t i a n  b e l i e f s  was ano the r  i nd i ca -  

t i o n  of  t h e  b l i n d  con f idence  of men i n  a p a t e r n a l i s t i c  myth 

t h a t  cou ld  n o t  show a  new d i r e c t i o n  f o r  humanity. She a l s o  

r e s e n t e d  E l i o t ' s  n e g l e c t  of  h e r  a s  a  w r i t e r  and t h e  condes- 

cending way he  pronounced h e r  s h o r t  s t o r i e s  "ve ry  good" and 

James J o y c e ' s  Ulysses  "prodig ious .  'I ' 3  

That  V i r g i n i a  Woolf d i s l i k e d  J o y c e ' s  Ulysses  i s  

w e l l  known. She w a s  a t  f i r s t  shocked by t h e  language,  b u t  

l a t e r ,  when she  f e l t  she  saw t h e  meaning, thought  she  might 

r e v i s e  h e r  views.  24 She concluded t h a t  Ulysses  was a  land- 

mark because  it des t royed  t h e  whole of  t h e  n i n e t e e n t h  

cen tu ry ,  b u t  a g a i n  f e l t  it o f f e r e d  no th ing  new. 25  I n  s h o r t ,  

S t rachey  s a t i r i s e d  and mocked; Joyce shocked and dismayed; 

E l i o t ' s  v i s i o n  w a s  as d e p r e s s i n g  a s  h i s  r e g r e s s i v e  s o l u t i o n  

of  r e t u r n i n g  t o  t h e  v a l u e s  of  a  male C h r i s t i a n  god. Woolf 's  

d i s s a t i s f a c t i o n  w i t h  t h e  w r i t i n g s  o f  t h e s e ,  h e r  contempora- 



r i e s ,  i s  r e f l e c t e d  t o  some e x t e n t  i n  h e r  w r i t i n g  of Between 

t h e  Ac t s  : " Sur-it- w a s  V e  someone inven ted  a  new 
,' 

p l o t .  " 2 6  ,&ely it was t i m e  f o r  a new v i s i o n .  
.* 

/' 

,* 'Vi rg in ia  Woolf, d i s t a n c e d  a s  she  was, by h e r  sex 
/ 

and, .her  expe r i ence ,  from t h e  p a t r i a r c h a l  thought  of  h e r  

con tempora r i e s ,had  a  h y p o t h e t i c a l  s o l u t i o n  t o  t h e  problems 

of c i v i l i s a t i o n :  she  e n v i s i o n e d  a  world  c o n t i n u a l l y  

r e g e n e r a t e d  by t h e  power of  a r t  and t h e  power o f  language;  

a  world remade from a l l  t h a t  w a s  worth  keep ing  from t h e  
I 

u n t i d y  remnants of  t h e  o l d ,  u n i t e d  w i t h  a  new p l o t  

c o n t r i b u t e d  t o  by a l l  l i v i n g  t h i n g s .  Such a f u s i o n  of  p a s t  

and p r e s e n t  might uncover t h e  t r u e  meaning o f  l i f e ,  i f  on ly  
. I  

i n  smal l  epiphanies:  moments of  t r anscendence ,  "moments of 

be ing ,"  which t o  p reven t  r e g r e s s i o n  o r  s tasis must be  c o n t i -  

n u a l l y  sought  and renewed. 

Woolf 's  v i s i o n  of t h e  u n i t y  o f  a l l  t h i n g s  r e q u i r e s  

co-opera t ion  between t h e  sexes .  I n  A Room o f  One 's  Own she  

pondered t h e  meaning o f  " u n i t y  o f  t h e  mind" y e t  seemed t o  

r e j e c t  t h e  convergence . which i s  pe rhaps  impl ied  by 
h 

1 7 

androgyny. 2 7  1 f  -convergence i s  " a  movement d i r e c t e d  toward 

o r  t e r m i n a t i n g  i n  t h e  s a m e  p o i n t "  it would r e s u l t  i n  

s t a s i s .  Woolf p o i n t s  o u t  t h a t  C o l e r i d g e '  s d e f i n i t i o n  of 

an androgynous mind may be  an open o r  "porous"  mind, c o n t i -  

n u a l l y  expanding,  never  s t a t i c .  The s e x e s  must each be 

r e c e p t i v e  t o  t h e  o t h e r ' s  "womanliness" o r  "manl iness" ,  

l e a v i n g  room f o r  what f e m i n i s t  c r i t i c  Joseph ine  Donovan 



c a l l s  " t r a n s c e n d i n g  v i s i o n s .  11 29 

The problem f o r  Woolf a s  a r t i s t  was t o  f i n d  a way, 
-- 

--- . 
-____ _..̂  --- 

through h e r  f i c t i o n ,  t o  focus  t h e  emotions a roused  i n  o r d i -  - - -- .mu .-- 

nary peop le  by a  l i f e  g e n e r a l l y  u n s a t i s f a c t o r y  and i n  need 
-.-"- " 

of improvement. According t o  Josephine Donovan, t h e  
- .- - 

" ' p r o p h e t i c  mode'" o f  c r i t i c i s m  (of  s o c i e t y  th rough  l i t e r a -  

t u r e )  r e q u i r e s  a  w r i t e r  t o  do more than  simply r e f l e c t  

changes t h a t  a r e  o c c u r r i n g  i n  t h e  wor ld ,bu t  must 

encourage i n s t e a d  a  view of  r e a l i t y  which may d i s a g r e e  w i t h  

e s t a b l i s h e d  views y e t  i s  c l o s e r  t o  t r u t h  and s o  promotes 

human l i b e r a t i o n .  V i r g i n i a  Wool f ,p rophe t  f o r  t h e  modern 

world, promotes,  i n  Between t h e  Acts ,  t h e  u n i t y  o f  r ea son  

and emotion,  deemed p h i l o s o p h i c a l l y  incompat ib le  b u t  neces- 

s a r y  f o r  freedom and it seems f o r  s u r v i v a l .  3 0  

Woolf' s " p r o p h e t i c "  method i n  Between t h e  Acts  was 

t h r e e f o l d :  s h e  f i r s t  c r e a t e d  a  f i c t i o n a l  a r t i s t ,  M i s s  

La Trobe, who had Co le r idge '  s "porous mind" t o  abso rb  t h e  

emotions and t h e  l o g i c  o f  modern c i v i l i s a t i o n ,  and t h e  i 

language t o  g i v e  them shape and meaning f o r  h e r  aud ience  

and f o r  o u r s e l v e s ,  t h e  r e a d e r s .  The a r t i s t  remains  more o r  

less anonymous f o r  she  i s  t h e  v o i c e  of  t h e  c o l l e c t i v e  
8 I 1  

consc iousness .  Because h e r  vis iGn encompassed a l l  l i f e ,  

Woolf t h e n  set h e r  a r t i s t  i n  Po in t z  H a l l ,  a m i n i a t u r e  world 

suspended i n  t i m e  and y e t  r emin i scen t  of t h e  a n c i e n t  t h e a t r e  

of Dionysos i n  Athens. 

The a r t i s t  c r e a t e s  t h e  drama and s e t s  it i n  a c e r -  



t a i n  p l a c e ,  b u t  f o r  it t o  be  e f f e c t i v e  t h e r e  must be  a n  

audience.  So t h e  t h i r d  a s p e c t  of  Woolf ' s  method, i n  keeping 

wi th  t h e  f e e l i n g  t h a t  t h e  f u n c t i o n  of  a r t  and c u l t u r e  i s  t o  

u n i t e  a l l  classes of  men and women, i s  t o  r e q u i r e  t h e  r e a d e r  

t o  t r u s t  " t h e  e f f e c t  of  t h e  book on h i s  mind," sugges t ing  

a  k ind  o f  p a r t i c i p a t o r y  r e a d i n g  of  t h e  t e x t ,  merging t h e  

" imag ina t ion  and i n s i g h t "  of  t h e  r e a d e r  w i th  t h e  w r i t e r ' s  

own. 31  

For  t h e  purpose of  c l a r i f i c a t i o n ,  bo th  o f  Woolf 's  

methods and my own n e c e s s a r i l y  s tumbl ing  p r o g r e s s  i n  t h e  

wake of  h e r  m e r c u r i a l  b r i l l i a n c e ,  I have roughly  d i v i d e d  

t h e  arguments of  t h i s  t h e s i s  t o  approximate  h e r  own much 

more s u b t l e  d i v i s i o n s  o f  t h e  nove l .  The f i r s t  c h a p t e r  

d i s c u s s e s  t h e  i n f l u e n c e  on Woolf ' s  work of  J a n e  E l l e n  Har r i -  

son the a r c h e o l o g i s t ,  and t h e  main components of  t h e  drama o f  

t h e  nove l ,  and t h e  p l a y  w i t h i n  t h e  nove l :  t h e  a r t i s t ,  t h e  

s e t t i n g  and t h e  audience .  Chapter  2 i s  a  two p a r t  d i s c u s s i o n  

of t h e  c h a r a c t e r s  and t h e  e v e n t s  i n  t h e  f i r s t  s e c t i o n  of 

t h e  nove l .  The f i r s t  p a r t  l e a d s  up t o  t h e  coming t o g e t h e r  

of a l l  t h e  symbolic c h a r a c t e r s  a t  t h e  meal i n  t h e  d i n i n g  

room. P a r t  two i s  a  d i s c u s s i o n  o f  succeeding  e v e n t s  up t o  

t h e  t i m e  o f  t h e  pageant .  Chapter  3 d i s c u s s e s  t h e  pageant  

i t s e l f ,  and Chapter  4 d e a l s  w i t h  t h e  t i m e  f o l l o w i n g  t h e  

d e p a r t u r e  of  t h e  f i c t i o n a l  aud ience  from Po in t z  Ha l l .  And 

an a f t e r w o r d  r a t h e r  t han  a  conc lus ion  seems t o  be  i n  keeping 

wi th  t h e  open ending  of t h e  t e x t .  



CHAPTER ONE 

THE THEATRE, THE AUTHOR, THE AUDIENCE 

A l l  l i v i n g  b o d i e s  have tu rned  t o  d u s t  and 
t h e  E t e r n a l  Ma t t e r  h a s  t ransformed them 
i n t o  s t o n e s ,  i n t o  wa te r ,  i n t o  c louds ,  w h i l e  
t h e i r  s o u l s  have a l l  been merged i n t o  one. 
T h i s  common s o u l  of  t h e  world i s  I -I. ... 
The s o u l s  o f  Alexander t h e  Grea t ,  of Caesa r ,  
of Shakespeare ,  o f  Napoleon, and of  t h e  
b a s e s t  l e e c h  a r e  con ta ined  i n  m e !  

Chekov, The S e a g u l l  1895 

Before  d i s c u s s i n g  t h e  mythical  s e t t i n g  of  t h e  nove l ,  

Po in tz  H a l l ,  t h e  complex personae of M i s s  La Trobe, and t h e  

f u n c t i o n  of  t h e  audience ,  it would be u s e f u l  t o  c o n s i d e r  

t h e  i n f l u e n c e  o f  the work of J a n e  E l l e n  Har r i son  t h e  a rcheolo-  

g i s t ,  on V i r g i n i a  Woolf. Woolf r e f e r s  t o  Har r i son ,  an  o l d  

f r i e n d ,  s e v e r a l  t i m e s  i n  h e r  d i a r i e s  and l e t t e r s ,  b u t  it i s  

i n  A Room of  One's  Own t h a t  t h e  importance of h e r  work t o  

Woolf seems c l e a r .  Woolf r e f e r s  o b l i q u e l y  t o  J ane  Har r i son  

a s  she walks  i n  October ,  i n  what she  c a l l s  a  s p r i n g  t w i l i g h t ,  

i n  t h e  ga rdens  o f  t h e  f i c t i o n a l  Fernham, r e a l l y  Newnham 

Col lege,  Cambridge. S i g n i f i c a n t l y ,  I t h i n k ,  t h e  Dionysiac  

r e g e n e r a t i o n  ceremonies  c e l e b r a t i n g  t h e  s t a r t  o f  t h e  a g r i -  

c u l t u r a l  y e a r  i n  Greece,  about  which Har r i son  made impor tan t  

d i s c o v e r i e s ,  began i n  Autumn. Amid a p r o f u s i o n  of  s p r i n g  

f lower s  ( i n  October )  Woolf sees on t h e  t e r r a c e ,  " a  b e n t  



f i g u r e ,  fo rmidable  y e t  humble, w i t h  h e r  g r e a t  fo rehead  and 

h e r  shabby dress--could it be t h e  famous s c h o l a r ,  cou ld  it 

be J---H------- h e r s e l f  ?" l Har r i son  had remained what Woolf 

c a l l e d  an " o u t s i d e r , "  an  independent  t h i n k e r  and exempl i f ied  

h e r  own dic tum t h a t  " s p i r i t u a l  c r e a t i o n  deux i s  a  happening 

s o  r a r e  a s  t o  be  n e g l i g i b l e . "  H a r r i s o n ' s  major works were 

i n  Woolf ' s  l i b r a r y ,  b u t  it i s  Ancien t  A r t s  and R i t u a l  

(1918) a Chr i s tmas  p r e s e n t  t o  Woolf i n  1923,  and a  b e a u t i -  

f u l l y  l u c i d  d i s c u s s i o n  of  t h e  connec t ion  between r i t u a l  and 

a r t ,  t h e  n a t u r e  o f  a r t  and i t s  e f f e c t  on modern l i f e  t h a t  

w i l l  h e l p  u s  t o  unders tand  t h e  p o l i t i c a l  i d e a s  i n  Between 

t h e  Acts .  

Ancient  A r t  and R i t u a l  s e t s  o u t  t o  show t h a t  r i t u a l  

makes t h e  b r i d g e  between l i f e  and a r t .  R i t u a l  a s  Har r i son  

d e s c r i b e s  it i s  an a c t i o n  i m i t a t i n g  something p r a c t i c a l  i n  

l i f e ,  f o r  example hun t ing ,  f i s h i n g  o r  ploughing.  A r t  i s  n o t  

u s e f u l  (Woolf has  t o l d  u s  t h a t  words a r e  n o t  u s e f u l )  f o r  it 

r e / p r e s e n t s  t h e  a c t i o n ,  p loughing perhaps ,  y e t  t h e  common 

people  a r e  merely  s p e c t a t o r s  of t h e  p r e s e n t a t i o n ,  n o t  

p a r t i c i p a n t s  a s  t h e y  a r e  i n  t h e  r i t u a l  dance designed t o  

make t h e  ploughed fur rows  f e r t i l e .  So a r t ,  i n  t h i s  c a s e  

t h e  re /enac tment  o f  t h e  r e / a c t i o n  t o  a  b a r r e n  f i e l d ,  i s  an 

end i n  i t s e l f .  One can of  cou r se ,  connec t  Woolf 's  concern 

wi th  t h e  development of a  common language ,  which I w i l l  

d i s c u s s  l a t e r ,  w i t h  t h e  development o f  a r t  from r i t u a l .  

The connec t ion  a r t  h a s  w i t h  l i f e  i s  ove r  t h e  r i t u a l  



br idge ,  a b r i d g e  l e f t  behind when w e  no longe r  b e l i e v e  i n  

t h e  e f f i c a c y  o f  c e r t a i n  r i tes;  w e  g e t  p l e a s u r e  from t h e i r  

beau ty  o r  t h e i r  drama b u t  once t h e  c o l l e c t i v e  emotion,  

hunger o r  h a t e  f o r  i n s t a n c e ,  which i n s p i r e d  t h e  r i t u a l  r a i n  

dance o r  war dance h a s  faded ,  t h e  a c t i o n  l o s e s  importance 

i n  a  world i n  which i n d i v i d u a l  he roes  have taken  t h e  p l a c e  

of gods. 

One form o f  r i t u a l  p a r t i c i p a t i o n  was danc ing  by t h e  

common people ;  by " t i l l e r s  of  t h e  e a r t h ,  who danced when 

they  r e s t e d  from sowing and ploughing.  " 2  The f a m i l i a r  p l o t  

was t h e  cyc l e  of  d e a t h  and l i f e  o r  summer and w i n t e r ,  r e q u i r -  

i ng  on ly  one a c t o r  and no a t t e n t i o n  from an audience ,  no 

looking ,  f o r  a l l  were dance r s ,  a l l  were p a r t i c i p a n t s .  When 

s t o r i e s  of  human, i n d i v i d u a l  he roes  were g r a d u a l l y  added t o  

t h e  o l d ,  monotonous p l o t  of  s ea sona l  d e a t h  and r e b i r t h ,  

t h o s e  n o t  a c t i n g  o u t  t h e  he roes '  e x p l o i t s  became watchers ,  

and i n  t h e  c a s e  o f  language,  c r i t i c s  and r e a d e r s .  The t r a n s i -  

t i o n  from r i t u a l  t o  a r t  was n o t  sudden and complete.  

Ves t iges  of  r i t u a l  remain; p r o p i t i a r y  r i t e s  f o r  a  god 

imagined a t  a t i m e  of g r e a t  emotion, t h e  g i v e r  o f  what may 

be  d e s i r e d  and i s  unaccomplished. 

The connec t ion  between t h e  a n c i e n t  r i t u a l  t o  

p r o p i t i a t e  t h e  god and t o  s a t i s f y  t h e  needs  and d e s i r e s  of  

t h e  people ,  and t h e  a r t  which i s  t h e  drama i s ,  Har r i son  

t e l l s  u s ,  n o t  e a s y  t o  t r a c k  i f  w e  look on ly  a t  t h e  example 

of  a n c i e n t  Greece,  The Greeks moved s w i f t l y  from r i t u a l  t o  



a r t ;  on t h e  o t h e r  hand t h e  Egyp t i ans  a l t hough  ma in t a in ing  

an advanced c i v i l  i s a t i o n  f o r  t h r e e  thousand y e a r s  never  

developed t h e i r  drama beyond t h e  r i t u a l  s t a g e .  There is  

ev idence  t o  sugges t  t h a t  t h e  god Dionysos may be  ano the r  

v e r s i o n  of  O s i r i s ;  t h i s  s h i f t i n g  p e r s p e c t i v e  s u i t e d  t h e  

p r i m i t i v e ,  p r e - l i t e r a t e  mind a s  it s u i t s  V i r g i n i a  Woolf 

whose "new p l o t "  i s  more a n c i e n t  t h a n  language i t s e l f .  J ane  

Har r i son  warns us: 

I t  i s  on ly  by a  somewhat s e v e r e  mental  e f f o r t  
t h a t  we r e a l i z e .  . . t h e r e  w e r e  no gods a t  a l l ,  
... on ly  concep t ions  o f  t h e  human mind, 
s h i f t i n g  and changing c o l o u r  w i t h  eve ry  
human mind t h a t  conce ived  them. . . w e  should 
t h i n k  back t h e  'many' w e  have s o  s h a r p l y  
and s t r enuous ly  d i v i d e d ,  i n t o  t h e  haze o f  t h e  
p r i m i t i v e  'one '  . 3  

One i s  t h a n k f u l  t o  have t h i s  b i t  o f  a d v i c e ,  b u t  a t  t h i s  

p o i n t ,  i f  we i s o l a t e  Dionysos and t h e  Greeks from t h e  

p r i m i t i v e  haze,  we can beg in  t o  unde r s t and  why Woolf 

adopted H a r r i s o n ' s  work a s  a  means o f  e x p r e s s i n g  h e r  own 

p o l i t i c a l  views i n  Between t h e  Acts .  

P e i s i s t r a t o s ,  a  democra t ic  t y r a n t  i n  t h e  s i x t h  

c e n t u r y  B.C. i s  c r e d i t e d  w i t h  r e s p o n s i b i l i t y  f o r  t h e  change 

i n  Greek t h e a t r e  from r i t u a l  t o  a r t .  Tyranny i s ,  i n  t h e  

Greek sense ,  benevolen t ,  and n o t ,  as i n  t h e  modern sense ,  

opp res s ive .  The t y r a n t ,  r a i s e d  t o  h i s  p o s i t i o n  by t h e  

workers,  s t ood  as d i d  Dionysos t h e  god,  f o r  t h e  people .  H i s  

t a s k  was " t o  h e l p  and s e r v e  t h e  common people"  (AR 1 5 3 ) .  

The descendants  of  Dionysos, t h e  s p i r i t  o f  new b i r t h  i n  

Spr ing ,  t h e  King and Queen of  t h e  May, a l s o  come from t h e  



working c l a s s e s .  The a r i s t o c r a c y ,  c o n s e r v a t i v e  t h e n  as now, 

i f  t hey  worshipped any th ing ,  worshipped t h e i r  own a n c e s t o r s ,  

t h e i r  own t r a d i t i o n s ,  t h e i r  own land .  P e i s i s t r a t o s  knew 

t h a t  t h e  c i t y ,  where democracy began, where wea l th  and land  

i s  a c q u i r e d ,  n o t  i n h e r i t e d ,  needed Dionysos t h e  god of  t h e  

people;  he  b u i l t  a temple  and o r c h e s t r a  o r  dancing p l a c e  i n  

Athens, ex t end ing  t h e  worship  o f  t h e  god t o  t h e  c i t y .  

I f  w e  examine Jane  H a r r i s o n ' s  l i n e  drawing o f  t h e  

e a r l y  Dionysiac  t h e a t r e  a t  Athens w e  can s e e  c l e a r l y  t h e  

w a l l  of t h e  p r e c i n c t  behind t h e  two temples:  t h e  f i r s t  

b u i l t  i n  530 B.C. by P e i s i s t r a t o s  and t h e  l a r g e r  two hundred 
- 

y e a r s  l a t e r  (AR 1 4 4 ) .  The o r c h e s t r a  o r  dancing c i r c l e  i s  

b u i l t  a g a i n s t  t h e  sou th  s i d e  o f  t h e  Acropol is .  The l a te r  

temple i s  on t h e  North s i d e ,  t h e  w a l l  of  t h e  p r e c i n c t  

a p p a r e n t l y  c o n t i n u i n g  t h e  temple and f a c i n g  w e s t  and t h e  

h igh  a f t e r n o o n  and s e t t i n g  evening sun (AR 142-145) . 
Har r i son  d e s c r i b e s  t h e  development of e a r l y  Greek 

t h e a t r e  a f t e r  P e i s i s t r a t o s :  t h e  s e a t i n g  arrangements ,  t h e  

d r e s s i n g  room, and t h e  rudimentary s t a g e  from which t h e  

prologue might  b e  spoken,  o r  t h e  p l a y  might be  p l ayed  o u t .  

The s p e c t a t o r s ,  once par t ic ipan ts - - some dance r s  remained a s  

t h e  cho rus - - sa t  on wooden s e a t s  w i thou t  backs  i n  t h e  open 

a i r  t h e a t r e .  The f r o n t  row of  s e a t s  was r e s e r v e d  f o r  

d i g n i t a r i e s ,  u s u a l l y  p r i e s t s  and s t a t e  o f f i c i a l s .  A t  t h e  

c e n t r e ,  f l a n k e d  by t h e  p r i e s t  o f  Apollo t h e  Laure l  b e a r e r ,  

and t h e  p r i e s t  of  Olympian Zeus, sa t  t h e  p r i e s t  of  Dionysos. 



On t h e  day t h e  drama was performed, a lways an occas ion  of 

h igh  f e s t i v i t y ,  p r e p a r a t i o n s  i n  t h e  c o n s e c r a t e d  p l a c e  of  

worship,  s e p a r a t e  from t h e  p l a c e  of  t h e  o r d i n a r y  c i t i z e n s '  

everyday l i f e  and work, began a t  dawn and con t inued  a l l  

day. Although t h e  f e s t i v a l  was d e d i c a t e d  t o  t h e  god, t h e  

a c t o r s  d i d  n o t  impersonate  gods and goddesses  b u t  i n s t e a d ,  

on t h i s  day of r e l i g i o u s  worship ,  p l ayed  o u t  s t o r i e s  of  

Homeric h e r o e s  and h e r o i n e s .  

The s t o r i e s  p layed  o u t  a t  t h e  v i l l a g e  pageant  i n  

Between t h e  Acts  a r e  unrecorded e p i s o d e s  o f  t h e  h i s t o r y  of  

England. Nonetheless  t h e  s e t t i n g ,  b o t h  of  t h e  pageant  and 

of  t h e  nove l  i t s e l f ,  P o i n t z  H a l l  and i t s  grounds,  i s  Woolf 's  

unorthodox r e c r e a t i o n  of Greek t h e a t r e  as d e s c r i b e d  by 

Har r i son ;  t h e  drama i s  h e r  version o f  t h e  worship  o f  Dionysos; 

a  v e r s i o n  c o n s i d e r a b l y  a d u l t e r a t e d  w i t h  a p p r o p r i a t i o n s  from 

c u l t u r e s  o t h e r  t h a n  a n c i e n t  Greece. The rud imentary  t h e a t r e  

i s  r e m i n i s c e n t  of H a r r i s o n ' s  d e s c r i p t i o n  of  t h e  Acropol i s .  

The s t o n e  s t a g e  i s  t h e  t e r r a c e  o u t s i d e  P o i n t z  H a l l ;  t h e  

temple o r  s t o n e  house i s  t h e  h a l l  i t s e l f ,  b u i l t  b e f o r e  t h e  

r e fo rma t ion  i n  " t h e  hol low f a c i n g  North" ( 1 0 ) ;  t h e  ba rn  

b u i l t  i n  t h e  1 3 t h  c e n t u r y  i s ,  i n  Wool f ' s  m y t h i c a l  world ,  

t h e  o l d e r  temple b u i l t  t o  honour Dionysos by t h e  t y r a n t  

P e i s i s t r a t o s .  The f a c t  t h a t  t h e  b a r n  i s  o l d e r  t h a n  t h e  

house emphasises  f o r  u s  t h a t  an ima l s  e x i s t e d  b e f o r e  humans. 

The cho rus  of v i l l a g e r s  " t i l l e r s  o f  t h e  e a r t h "  dances  and 

s i n g s  i n  t h e  s a c r e d  c i rc le  of t h e  danc ing  p l a c e ,  the '  orches-  



t r a  behind t h e  terrace, c u t  o f f  from it by t h e  t a l l  trees. 

A soapbox i s  t h e  " rude  p1atform"from which t h e  p ro logue  i s  

spoken, on which t h e  symbolic f i g u r e s  of t h e  t h r e e  g r e a t  

ages  of  Eng l i sh  h i s t o r y  appea r ,  and on which t h e  Reverend 

G.W. S t r e a t f i e l d  s t a n d s  t o  sum up h i s  impress ions  o f  t h e  

performance. The s p e c t a t o r s ,  t h e  o rd ina ry  c i t i z e n s  p a s s  

t h e  two symbolic t emples ,  t h e  house and t h e  barn  as t h e y  

e n t e r  t h e  p r e c i n c t .  They pay no money f o r  t h e i r  seats, 

f o r  a t t e n d a n c e  i s  "from t h e  s o c i a l  p o i n t  of  view o b l i g a t o r y "  

(AR lo), o r  a s  Woolf p u t s  it, " t h e y  had a du ty  t o  s o c i e t y "  

( 7 8 ) .  A w a l l  e x t e n d s  from Po in t z  Ha l l  "on t h e  r a i s e d  

ground i n  t h e  sun , "  and seems t o  correspond t o  t h e  w a l l  of  

t h e  a n c i e n t  p r e c i n c t  o f  t h e  Acropol i s  ( 4 2 ) .  Ha r r i son  p o i n t s  

o u t  t h a t  " t h e  drama o f  man 's  l i f e  i s  a c t e d  o u t  f o r  u s  a g a i n s t  

a tremendous background o f  n a t u r a l  happenings: a background 

t h a t  preceded man and w i l l  o u t l a s t  him" (AR 1 9 9 ) .  Lucy 

Swithin  unde r s t ands  t h e  s i g n i f i c a n c e  of t h e  t i m e l e s s  view 

from t h e  house: ' I t '  11 be  t h e r e ,  ' she nodded a t  t h e  s t r i p  

of gauze l a i d  upon t h e  d i s t a n t  f i e l d s ,  'when w e ' r e  n o t ' "  

( 4 3 ) .  N a t u r a l  happenings ,  t h e  view, t h e  wea ther ,  t h e  beha- 

v iou r  of b i r d s  and an imals ,  h i s t o r i c  and p r e - h i s t o r i c ,  - 
a f f e c t  t h e  a c t i o n  as much as  any c h a r a c t e r  does ,  i n  t h e  

pageant and i n  t h e  nove l  i t s e l f .  The v i s u a l  background t o  

t h e  l i v e s  o f  t h e  i n h a b i t a n t s  of Po in t z  Ha l l  r e v e a l s  l i t t l e  

t o  them i n  t h e  way of  new ideas :  "They looked a t  what t h e y  

knew t o  see i f  what t hey  knew might perhaps  be  d i f f e r e n t  



today.  Most days  it was t h e  s a m e "  ( 4 3 ) .  U n t i l  M i s s  La Trobe 

poses  h e r  s cenes  and c h a r a c t e r s  i n  f r o n t  o f  t h e  unchanging 

view i n  t h e  h e a t ,  s o l i d  and unavoidable  a s  i n  Greece o r  

Egypt, l i t t l e  comes t o  mind b u t  " s e n s e l e s s ,  h ideous ,  

s tupe fy ing"  r e p e t i t i o n - - n o  new p l o t s ,  no p r o g r e s s  ( 5 3 ) .  

The q u e s t  f o r  r e l i e f  from t h e  t e r r i f y i n g  p a r a l y s i s  

t h u s  impl ied  i s  t h e  q u e s t  on which Woolf sets h e r  c h a r a c t e r s  

and h e r  r e a d e r s  i n  t h e  s e t t i n g ,  t h e  space  and t ime  of t h e  

novel:  a l l ,  i n  a  s e n s e  a r e  t h e  s a m e .  The a c t i o n  of t h e  

novel  i s  enc losed  c h r o n o l o g i c a l l y  w i t h i n  one t u r n  o f  t h e  

e a r t h  on i t s  a x i s ;  s p a t i a l l y  w i t h i n  t h e  grounds of  Po in t z  

Hal l .  Greek a r t  ha s  shown t h a t  t h e  y e a r s  " a r e  n o t  a b s t r a c -  

t i o n s ,  d i v i s i o n s  of t ime; t h e y  are t h e  subs t ance ,  t h e  con- 

t e n t  o f  t i m e . . .  " 4  The 24  h o u r s  a t  P o i n t z  H a l l  i s  e q u a l l y  

s u b s t a n t i a l  i n  t h e  same sense .  

The name s u g g e s t s  t h a t  t h e  house i s  c e n t r a l  t o  t h e  

novel ,  t h a t  a l l  t h e  a c t i o n  r a d i a t e s  from it, o r  t u r n s  upon 

it a s  on a p i v o t .  I n  p r e p a t r i a r c h a l  mythology t h e  omphalos 

o r  s a c r e d  c o n i c a l  s t o n e  a t  Delphi  was c o n s i d e r e d  t h e  

c e n t r a l  p o i n t  of  t h e  un ive r se .  A concep t  o f  t h e  e a r t h  

t u r n i n g  on i t s  a x i s  d i d  n o t  e x i s t ,  b u t  i n s t e a d  t h e  y e a r  

i t s e l f  had a  t u r n i n g  p o i n t ,  d i s t i n c t  from t h e  e n t i r e  

r e v o l u t i o n .  A t  f i r s t  a  y e a r  w a s  a l u n a r  y e a r ,  t h i r t y  days ,  

and was i t s e l f  a r i n g  p o s s i b l e  t o  v i s u a l i s e ,  o r  an i n v i s i b l e  

moment, a r e v o l u t i o n .  The omphalos, s a c r e d  t o  t h e  mother 

goddess G a i a  o r  G e  t h e  e a r l i e s t  p o s s e s s o r  o f  t h e  o r a c l e ,  



was then  t h e  c e n t r a l  p o i n t  on e a r t h  - and t h e  c e n t r a l  p o i n t  

i n  t i m e .  A r i n g  w a s  c o n c r e t e ,  v i s i b l e ,  i n  t h e  p r e s e n t ;  a 

r e v o l u t i o n  a b s t r a c t ,  p a s t  a s  soon as r e a l i s e d .  So P o i n t z  

Hal l  i s  bo th  c o n c r e t e ,  a  s p a t i a l  c e n t r e ,  i n  t h e  p r e s e n t ;  

and a  p l a c e  i n  which w e  are reminded of  t h e  r e v o l u t i o n s  of 

c h r o n o l o g i c a l  t i m e  p a s t .  

& J 'I 
Jane  Yarcus a r g u e s  t h a t  V i r g i n i a  Woolf conceived 

A 1 ~ 1  of c h r o n o l o g i c a l  o r  c l o c k  t i m e  as  m a l e  and t h e  a n t i t h e s i s  
&A 

of  emotional  l i f e .  The c l e a r  a n a l y t i c a l  thought  o f  t h e  age  

o f  en l igh tenment  i s  symbolised by t h e  i n t r i c a t e  mechanism 

of a  watch. Woolf must have known Jane H a r r i s o n ' s  p o s i t i o n  
- 

t h a t  t h e  modern h a b i t  of  a n a l y t i c a l  thought  i s  a  b a r r i e r  t o  

r e a l i s i n g  mythology, s o  she  smashes t h e  t i c k i n g  watch a t  t h e  

b a t t l e  of Waterloo--by which t ime reason  had i n  any c a s e  

f a l l e n  t o  m i l i t a r y  power--and e n s h r i n e s  it under g l a s s  on 

t h e  u p s t a i r s  l a n d i n g  i n  P o i n t z  H a l l ,  a s  a  c u r i o s i t y  l e f t  by 

a  long dead s e r v a n t .  She t h e n  i n v e n t s  h e r  own symbol, t h e  

t i c k i n g  machine i n  t h e  bushes  c o n t r o l l e d  by La Trobe, t h e  

a r t i s t ,  who i s  as w e  s h a l l  see, t h e  v o i c e  of  reason  - and 

emotion ( 1 0 ) .  6 

The s e t t i n g  o f  t h e  novel  t hen ,  i s  on one l e v e l  an 

Engl i sh  coun t ry  house  i n  June  1939; on ano the r  l e v e l  it i s  

t h e  a n c i e n t  Dionys iac  t h e a t r e  of Athens, i n f luenced  as  was 

t h e  o r i g i n a l ,  by o t h e r  mythologies  and c u l t u r e s  c l o s e r  t o  

n a t u r e  t h a n  w e ,  a c t i v e l y  worshipping gods and goddesses  

whose favours--sun,  r a i n ,  b i r th--meant  s u r v i v a l .  I n  addi -  



t i o n ,  and c o n s i s t e n t  w i th  t h e  v i s i o n  o f  u n i t y  w i t h  which 

Woolf w a s  e v e r  preoccupied,  i s  h e r  p o p u l a t i o n  of  t h e  e n t i r e  

s e t t i n g  a f t h e  novel  w i th  phantoms o f  Eng l i sh  h i s t o r y  and 

l i t e r a t u r e ,  e i t h e r  p e r s o n i f i e d  o r  remembered sometimes on ly  

dimly,  by a lmos t  a l l  of  t h e  c h a r a c t e r s .  Woolf u s e s  t h e s e  

ghos t s ,  th rough  comedic i l l u s i o n ,  e s p e c i a l l y  t h e  temporary 

suspens ion  of  c h r o n o l o g i c a l  t i m e ,  t o  j e r k  h e r  audience ,  

bo th  o u r s e l v e s  and t h e  f i c t i o n a l  one ,  w h i l e  t h e  e a r t h  t u r n s  

once,  t o  and from t h e  p o i n t  where t h e y  s t a n d ,  i n t o  " p r e s e n t  

t ime r e a l i t y "  (130) .  The e f f e c t  on t h e  aud ience  and on t h e  

r e a d e r  o f  t h e  nove l  once t h e y  unde r s t and  t h e  s e v e r a l  l e v e l s  

of meaning, w h i l e  making them c o n s c i o u s ,  through dramat ic  

dev ices ,  p a r t i c u l a r l y  t h e  p l a y s  w i t h i n  t h e  p l a y ,  o f  t h e i r  

own a l i e n a t i o n ,  a l s o  draws them i n t o  t h e  c o l l e c t i v e  emotion. 

L a  Trobe'  s "porous"  mind, " eve ry  ce l l  i n  h e r  body was 

a b s o r b e n t , "  soaks  up t h e  emotion and d i s t i l l s  it i n t o  h e r  

a r t i s t i c  c r e a t i o n  (111). 

M i s s  L a  Trobe i s  a f o r m i d a b l e  f i g u r e .  I n  a n c i e n t  

c i v i l i s a t i o n s  t h e  g i v e r  of  a l l  l i f e  was t h e  mother goddess. 

J ane  Marcus and o t h e r s  have sugges t ed  t h a t  La Trobe 

symbol i ses  t h e  ve ry  a n c i e n t  p r e - p a t r i a r c h a l  Mother-Maid 

d e i t y  who p r e s i d e d  over  f e r t i l i t y  r i t u a l s ,  

animal form.' La Trobe i s  myth ic  indeed .  

contemporary and metaphoric .  

Rousseau wrote  t h a t  metaphors  came 

sometimes i n  

But a l s o  h i s t o r i c ,  

b e f o r e  meanings: 



A s  emotions  were t h e  f i r s t  mot ives  which 
induced man t o  speak,  h i s  f i r s t  u t t e r a n c e s  
were t r o p e s  (metaphors ) .  F i g u r a t i v e  
language w a s  t h e  f i r s t  t o  be  born; r o p e r  
meanings w e r e  t h e  l a s t  t o  b e  found. P 

M i s s  La Trobe i s  a l i v i n g  metaphor, a trope--or r a t h e r  - t h e  

trope--and t h e  c r e a t o r  of  emotion tw ice  over  ( i f  h e r  f i r s t  

persona i s  a n c i e n t  m a t r i a r c h ) .  But she  cannot  be  Woolf ' s  

anonymous v o i c e  u n l e s s  emotion and reason  a r e  bo th  p r e s e n t  

i n  a mode which can on ly  be p r o p h e t i c  f o r  it has  never  b e f o r e  

a t tempted  t o  encompass t h e  whole o f  a r t  and c r e a t i o n  i n  a 

v i s i o n  of  a newly e n l i g h t e n e d  age. Emotion and n a t u r e  

appear  i n  La Trobe as metaphor, and La Trobe a s  goddess.  

Reason t o o  i s  t h e r e ,  v i s i b l e  t o  t h o s e  who unders tand  t h e  

many s i d e d  n a t u r e  o f  words. 

The age  o f  r ea son  o r  enl ightenment  had produced a 

f i g u r e  who became known a s  t h e  " i n t e l l e c t u a l  mas te r  of  

Europe": Arouet  l e  Jeune ,  o r  a s  he c a l l e d  h imse l f ,  V o l t a i r e .  

A p i c t u r e  o f  V o l t a i r e  i n  o l d  age wizened and monkey-faced, 

hung ove r  t h e  man t l ep i ece  i n  t h e  s t u d y  of  t h e  coun t ry  home 

of V i r g i n i a  Wool f ' s  f r i e n d  Lyt ton  S t rachey .  According t o  

b iographer  Leon Xdel, S t rachey  had always admired t h e  

s c h o l a r  whose work, l i k e  S t r a c h e y ' s  own, "cha l lenged  and 

mocked Church and S t a t e  and t h e  m i l i t a r y .  "' Strachey ,  i n  

f a c t ,  f a n c i e d  h imse l f  i n  dreams t o  be a second V o l t a i r e .  

V i r g i n i a  Woolf may have f e l t  b e t t e r  q u a l i f i e d  than  S t r achey  

t o  succeed V o l t a i r e ,  f o r  i n  Three Guineas she  t o o  had 

proved t o  b e  a f o e  of  church,  s t a t e  and m i l i t a r y .  Indeed 



/ V o l t a i r e ' s  c r y ,  e c r a s e z  l ' in f$mel - -c rush  t h e  infamous t h i n g  

--is echoed i n  Woolf' s " c r u s h  him i n  o u r  own coun t ry .  11 10 

And i n  December 1940, Lady Margot Oxford, a woman who was 

i n f a t u a t e d  w i t h  V i r g i n i a  Woolf, s e n t  h e r ,  a s  a t r i b u t e  t o  

h e r  f e r o c i o u s  i n t e l l e c t ,  a  bronze s t a t u e t t e  of V o l t a i r e .  11 

V o l t a i r e  may have formed h i s  l i t e r a r y  name as an 

anagram o f  Arouet  l e  J ( e u n e ) .  I f  s o  t h e  U and J became V 

and I. P o s s i b l y  V i r g i n i a  Woolf formed L a  Trobe as an  

anagram o f  V o l t a i r e .  She s u b s t i t u t e d  B f o r  V and e l i m i n a t e d  

I. When w r i t i n g  t o  h e r  sister Vanessa, Woolf was accustomed 

t o  s i g n  h e r s e l f  B ( f o r  B i l l y  Goat ) .  She h a s  w r i t t e n  many 
- 

t imes  o f  h e r  d i s l i k e  of t h e  l e t t e r  I ,  i t s  dominance and 

t h e  " a r i d i t y ,  which it c a s t s  w i t h i n  i t s  shade.  " I 2  I f  she 

w a s  t o  keep h e r  OWTI f i g u r e  " f i c t i t i o u s ;  l egendary"  it was 

e n t i r e l y  a p p r o p r i a t e  t h a t  she  remove t h e  e g o t i s t i c a l  symbol 

I,  and h e r  own i d e n t i f i c a t i o n ,  t h e  i n i t i a l  V from t h e  name 

of t h e  anonymous woman-man s h e  c r e a t e d  as t h e  c r e a t o r  of 

t h e  new v i s i o n a r y  age of  which she  Woolf was t h e  prophe t .  

To g i v e  a l i t t l e  more weight t o  t h e  argument, t h e  nickname 

Woolf gave La Trobe may a l s o  have a s s o c i a t i o n s  w i th  t h e  age  

of reason .  

- 
Between t h e  A c t s  i s  i n  some s e n s e  an e p i c ,  g i v i n g  

vo ice  as  it d o e s  t o  t h e  i d e a l s  of  a c i v i l i s e d  world.  The 

e i g h t e e n t h  c e n t u r y  was g r e a t l y  i n f l u e n c e d  by a  French c l e r i c  

Le Bossu, who pub l i shed  i n  1675 a  se t  o f  r u l e s  f o r  t h e  
- 

compos i t ion  o f  e p i c  poe t ry .  H e  i n s i s t e d  t h a t  t h e  pr imary 



focus  of t h e  e p i c  w a s  the moral  l e s s o n  it conveyed. 

V o l t a i r e ' s  r e p l y  t o  Le Bossu, publ i shed  i n  1727, w a s  more 

concerned w i t h  t h e  r e l a t i o n s h i p  of t h e  e p i c  t o  i t s  c u l t u r e  

than  w i t h  i t s  form: a p r o g r e s s i o n  l e a d i n g  e v e n t u a l l y  t o  t h e  

modern novel .  l3 Woolf saw t h e  need f o r  expe r imen ta t ion  

wi th  l i t e r a r y  form, and s h e  unders tood t h e  m o r a l i t y  of  

c o l l e c t i v e  behaviour .  So La Trobe ' s  nickname among t h e  

v i l l a g e r s  i s  Bossy: a common Engl i sh  name f o r  a cow and f o r  

a "boss-eyed" p e r s o n ,  one whose v i s i o n  i s  o b l i q u e  o r  s l a n t .  

I f  w e  a c c e p t  t h i s  hypo thes i s ,  we can say  t h a t  t h e  

b r i l l i a n t  economical  arrangement  of l e t t e r s  makes t h e  

c r e a t i v e  a r t i s t ,  t h e  p e r v e r s e  and independent homosexual 

w r i t e r  M i s s  La Trobe,  a t  one time: t h e  a n c i e n t  horned cow 

goddess,  p r imeval  mother o f  a l l  c r e a t i o n ,  p a r t  animal ,  p a r t  

human; t h e  i n t e l l e c t u a l  g e n i u s  o f  Europe, t h e  f o e  of  church,  

s t a t e  and m i l i t a r y ;  t h e  obscu re  y e t  i n f l u e n t i a l  French 

c l e r i c  who r u l e d  t h a t  t h e  e p i c  must convey a moral l e s son ;  

and t h e  c r e a t o r  o f  a new language.  I n  any even t  it i s  a  

u s e f u l  c o n s t r u c t  which g i v e s  t o  La Trobe t h e  dimensions  she 

must have f o r  h e r  un ique  and l o n e l y  f u n c t i o n  as H a r r i s o n ' s  

"world sou l "  (AR 2 4 6 ) .  The l o n e l y  La Trobe seeks  t h e  

h o s p i t a b l e  s h e l t e r  o f  t h e  v i l l a g e  Inn among t h e  common 

people;  V o l t a i r e  w a s  g iven  t h e  i r o n i c  t i t l e  ' I n n  Keeper of 

Europe' f o r  h i s  h o s p i t a l i t y  t o  t h e  l i t e r a t i  and a r i s t o c r a c y  

a t  Ferney t h e  c o u n t r y  estate where h e  wrote  Candide. 

La Trobe ' s  i n s p i r a t i o n  l i k e  Lyt ton  S t r a c h e y ' s  i s  a p a i n t i n g  



of  h e r  l i t e r a r y  mentor: " a  c o w  i n  a s t a b l e "  (153) .  So Woolf 

emphasises t h e  u t t e r l y  s u b v e r s i v e  n a t u r e  of  t h e  a r t i s t  a s  

she  saw he r ;  a s  s h e  s a w  h e r s e l f :  an  o u t s i d e r ,  a l o v e r  of 

women, l o n e l y ,  and misunders tood.  She knew a l s o  s h e  was an 

a r t i s t i c  g e n i u s  w i t h  t h e  r e q u i s i t e s  f o r  c r e a t i o n :  detachment,  

a  room o f  h e r  own, d e t e r m i n a t i o n  i n  t h e  f a c e  of  c r i t i c i s m ,  

and a  s l a n t  view o f  t h e  world bo th  b l e a k  and t r a n s c e n d e n t .  

La Trobe, outwardly  a humble f i g u r e ,  u n a t t r a c t i v e ,  

overweight  and bad ly  d r e s s e d ,  i s  a l s o  l i k e  t h e  a n c i e n t  

P e i s i s t r a t o s ,  a benevo len t  t y r a n t ,  a  l e a d e r  of t h e  masses: 

"No one l i k e d  t o  be  o rde red  about  s i n g l y ,  b u t  i n  l i t t l e  

t r o o p s  t h e y  appea led  t o  h e r .  Someone must l e a d "  ( 5 0 ) .  The 

d e s i r e  f o r  change and f o r  growth t a k e s  t h e  form of  a q u e s t  

on which Woolf sets h e r  c h a r a c t e r s  and i n d i r e c t l y  o u r s e l v e s .  

The i n i t i a t o r  and l e a d e r  of t h e  q u e s t ,  e s s e n t i a l l y  t h e  

q u e s t  o f  t h e  k n i g h t s  of  t h e  g r a i l ,  i s  La Trobe. The ques t -  

i n g  h e r o  i s  n o t  one man b u t  t h e  race, t h e  common people  

s eek ing  th rough  language,  new l i f e ,  meaning t o  l i f e  and t o  

d e a t h  and an end t o  human pa in .  The c o l l e c t i v e  journey i s  

a  s p i r i t u a l  voyage by wa te r ,  s eek ing  water--water  symbolis- 

i n g  emotion and l i fe - -which  as t h e  second sen tence  of  t h e  

novel  i n d i c a t e s ,  w i l l  never  be  s u p p l i e d  by t h e  c a p i t a l i s t  

i n s t i t u t i o n s  which c o n t r o l  c i v i l i s a t i o n :  "The county 

c o u n c i l  had promised t o  b r i n g  wa te r  t o  t h e  v i l l a g e  b u t  they  

h a d n ' t "  ( 7 ) .  The impetus f o r  t h e  voyage and t h e  d i r e c t i o n  

it t a k e s  depends on t h e  a r t i s t :  "Miss La  Trobe had t h e  



look of  acommander pac ing  h i s  deck" ( 4 9 ) .  The c o l l e c t i v e  

hero ,  o u r s e l v e s ,  w i l l  h e a l  t h e  wounds o f  t h e  e a r t h ,  n o t  by 

t h e  l a n c e ,  a s  Wagner's P a r s i f a l ,  t h e  " g u i l e l e s s  f o o l "  

hea led  t h e  wounds o f  Amfortas t h e  s u f f e r i n g  k ing ,  t he reby  

ending h i s  p a i n ,  b u t  by words of  mutual unders tanding  among 

both  s e x e s ,  a l l  c l a s s e s ,  a l l  of  c r e a t i o n . 1 4  I f  speech is  

n o t  found t o  h e a l  t h e  a i l i n g  l a n d ,  t o  con t inue  t h e  c y c l e  of 

1 
dea th  and r e b i r t h ,  t o  c o n t i n u e  t h e  r a c e  (Woolf s a i d  words 

F 
must embrace t o  c o n t i n u e  t h e  r a c e )  t h e r e  w i l l  b e  no end t o  

F' human p a i n .  

p The c o l l e c t i v e  h e r o  must ask  t h e  meaning of t h e  

B' 'i4- 
drama. Leonard Woolf cou ld  n o t  unders tand  "why Between t h e  

7 Acts  s ta r t s  a l l  o v e r  a s a i n  a t  t h e  end. "15 To h i s  c r e d i t  h e  

asked t h e  r i g h t  q u e s t i o n .  A q u e s t i o n  which b r i n g s  me t o  

V i r g i n i a  Woolf ' s  t h i r d  e s s e n t i a l  requ i rement ,  i n  a d d i t i o n  

t o  t h e  w r i t e r  and w r i t t e n  o r  spoken t e x t :  t h e  p a r t  p layed  

by t h e  aud ience  o r  t h e  r e a d e r  i n  a  c r e a t i v e  work. I n  t h e  

" p r e s e n t  t ime" scene  of  thepageant  La  Trobe f o r c e s  t h e  

s p e c t a t o r s  t o  unde r s t and ,  through t h e i r  r e l u c t a n t  p a r t i c i p a -  

t i o n  i n  t h e  drama, a " f r a c t i o n  of  h e r  meaning" ( 1 1 2 ) .  O f  

cou r se  h e r  c r e a t i v i t y  i s  on ly  made p o s s i b l e  by t h e i r  
- 

p a r t i c i p a t i o n ,  f o r  t h e y  a r e  h e r  i n s p i r a t i o n ;  she  i s  t h e i r  

" s l a v e "  (153) .  Woolf makes h e r  meaning a c c e s s i b l e  t o  t h e  

he roes  whose "prophe t"  she i s ,  who ask  t h e  r i g h t  q u e s t i o n s .  

She has  made clear t h a t  w e  can on ly  do t h a t  through o u r  own 

p a r t i c i p a t i o n  i n  h e r  work. 



I n  V i r g i n i a  Woolf' s i n t r o d u c t i o n  t h e  1925 Modern 

L i b r a r y  e d i t i o n  o f  M r s .  Dalloway s h e  r e f u s e d  t o  e x p l a i n  t h e  

meaning of  t h e  nove l ,  o f f e r i n g  i n s t e a d  t h e  o p i n i o n  t h a t  

c r i t i c s  must t r u s t  t h e i r  own judgement as  t o  t h e  e f f e c t  of 

t h e  book on t h e  mind. Even i f  t h e  w r i t e r  a t t empted  t o  

e l u c i d a t e  a l l  t h e  a u t o b i o g r a p h i c a l  c o n n e c t i o n s  i n  a nove l ,  

it would s t i l l  be  t h e  r e a d e r ' s  t a s k ,  u s i n g  " imag ina t ion  and 

i n s i g h t , "  t o  d e c i d e  what, i f  any th ing ,  w a s  r e l e v a n t .  

Fur thermore s h e  i n s i s t e d ,  d e s p i t e  contemporary c r i t i c a l  

judgement t o  t h e  c o n t r a r y ,  t h a t  t h e r e  was no p a r t i c u l a r  

method o r  form t o  which she  c o n s c i o u s l y  adhered  when w r i t -  

ing.16 V i r g i n i a  Woolf' s accep tance  t h a t  t h e  e f f e c t  of he r  

work on t h e  r e a d e r ' s  mind i s  a v a l i d  b a s i s  f o r  c r i t i c i s m ,  

demands, as I have s a i d ,  a p a r t i c i p a t o r y  r e a d i n g  of  t h e  

t e x t ,  merging t h e  " imag ina t ion  and i n s i g h t "  o f  t h e  r e a d e r  

w i th  h e r  own. The r e a d i n g  of t h e  work becomes then  a  shared  

c r e a t i v e  expe r i ence :  a n  expe r i ence  which i s  never  s t a t i c ,  

and c o n s t a n t l y  renewed a s  r e a d e r s  from d i f f e r e n t  environ-  

ments and p e r i o d s  o f  h i s t o r y ,  w i th  v a r i e d  p e r s p e c t i v e s ,  

1 i *  - t a k e  up t h e  t e x t .  I I , . ! 
T 

Femin i s t  c r i t i c i s m  b e g i n s  w i t h  an unders tanding  of 

women's l i v e s  and h i s t o r y .  Woolf h a s  s a i d  t h a t  "books a r e  

t h e  f l o w e r s  or f r u i t  s t u c k  h e r e  a n d  t h e r e  on a  t r e e  which 

has  i t s  r o o t s  deep down i n  t h e  e a r t h  o f  o u r  e a r l i e s t  l i f e ,  

of  ou r  f i r s t  expe r i ences .  " I 7  My r e a d i n g  of Between t h e  Acts 

s t e m s  i n  p a r t ,  from a c u l t u r a l  h e r i t a g e ,  as an  Eng l i sh  



woman, i n  common w i t h  V i r g i n i a  Woolf. My working class 

r o o t s  r each  down, w i t h  h e r  middle  c l a s s  ones ,  i n t o  a common 

e a r t h .  Some of my i n t e r p r e t a t i o n s  a r e  t h e  r e s u l t  of t a k i n g  

a  l e a p  of  t h e  imagina t ion  from one f a m i l i a r  s t o n e  t o  a n o t h e r  

i n  t h e  c u l t u r a l  founda t ion  of  Eng l i sh  l i f e ;  a  l i f e  whose 

ways I absorbed b e f o r e  t h e  founda t ion  was shaken by t h e  

second world war. My s e n s e  o f  t h e  nove l ,  t h a t  it r e q u i r e s  

more than  a de tached  a n a l y s i s ,  f i t s  i n  wi th  Woolf 's  theme 

of r i t u a l  p a r t i c i p a t i o n  i n  t h e  drama, and t h e  c o l l e c t i v e  

emotion which i n s p i r e s  it. 

The r ea son  Between t h e  Acts  " s t a r t s  a l l  ove r  a g a i n  

a t  t h e  end" i s  because t h e  end i s  on ly  t h e  end of t h e  f i r s t  

a c t .  The f i r s t  a c t  o f  t h e  drama t h a t  V i r g i n i a  Woolf pre-  

s e n t s  t o  u s  i s  a l l  of  l i f e ;  t h e  second a c t  beg ins  w i th  t h e  

f i n a l  words of t h e  t e x t :  "Then t h e  c u r t a i n  ro se .  They 

spoke1' (159 ) .  Between t h e  A c t s ,  w i thou t  a  beg inn ing  o r  an 

end i s  j u s t  t h a t :  an  i n t e r v a l  t o  r e f l e c t  on what w i l l  come 

next ;  a t i m e  f o r  t h e  a c t o r s ,  o u r s e l v e s ,  t o  p repa re  and t o  

dec ide  how t o  p l a y  t h e  second a c t .  

Not on ly  does  Between t h e  Acts  beg in  where it ends,  

b u t  it i m p l i e s  a  new beginning:  "Alpha n o t  Omega1' ( T  535) .  

- The shape o f  t h e  t e x t  i s  c i r c u l a r  a s  t h e  o l d  Greek y e a r ,  

having ga tbe red  i n t o  t h e  c i rc le  a l l  exper ience  t o  s e e t h e  

and simmer as La Trobe " s e e t h e s  wandering bod ie s  and f l o a t -  

i n g  v o i c e s  i n  a cau ld ron ,  and makes r i s e  up from i t s  

- amorphous m a s s  a  r e c r e a t e d  world" (112) .  Woolf 's  cau ld ron  



f 
i s  a d e l i b e r a t e  a r t i s t i c  melange which resists s e p a r a t i o n  

i n t o  t h e  c a t e g o r i e s  o f  h i s t o r y ,  myth, l i t e r a t u r e  and 

contemporary l i f e .  L i t e r a r y  d e t e c t i v e  work l e a d s ,  through 

fo l lowing  t h e  c l u e s  o f f e r e d  by any of  Woolf ' s  a l l u s i o n s ,  on 

a  c i r c u l a r  t o u r .  Like Lucy S w i t h i n ' s  " c i r c u l a r  t o u r  of  t h e  

imagination--one making," it comes back t o  a s t a r t i n g  p o i n t  

s t i l l  c o n t a i n e d  w i t h i n  t h e  cau ldron  o r  c i r c l e  (127) .  Any 

a n a l y s i s ,  by a t t e m p t i n g  t o  reduce c o n t e x t u a l  c o m p l e x i t i e s ,  

may d e f e a t  t h e  purpose of t h e  nove l ,  i f  t h a t  purpose i s  a s  

it seems t o  be ,  u n i f i c a t i o n .  However, Woolf ' s  r e p e a t e d  use  

of t r i p l e  imagery s u g g e s t s  f o r  t h e  s ake  of  convent ion  a  

t r i / v i s i o n  i n t o  t h e  b e f o r e  pageant ,  pageant  and a f t e r  pageant  

s e c t i o n s  of  t h e  novel .  Knowing t h a t  t h e  t e x t  w i l l  l i k e l y  

r e s i s t  such a r b i t r a r y  s e c t i o n i n g ,  w e  s t a n d ,  t o  beg in ,  

benea th  t h e  uncl imbable  branches  o f  t h e  monkey p u z z l e  t r e e ,  

i n W t h e  maze of  t h e  moon," h e r  c l e a r ,  p a l e  l i g h t  focused o n  

Po in t z  H a l l  ( 4 1 ) .  



CHAPTER TWO 

BEFORE THE PAGEANT 

Indeed a l l  men have I s i s  and know h e r  and 
t h e  gods of  h e r  company; ..And t h e r e  a r e  
consec ra t ed  symbols, some obscu re  ones  
and o t h e r s  more p l a i n ,  gu id ing  t h e  i n t e l -  
l i g e n c e  towards t h e  m y s t e r i e s  o f  t h e  gods,  
though n o t  w i thou t  r i s k .  

P l u t a r c h  A.D. 2 0 0  

- 

P o i n t z  H a l l  i s  a l a r g e  house w i t h  many rooms, 

s p a c i o u s  grounds,  a greenhouse,  s t a b l e s ,  a l i l y  pond, a 

t e r r a c e ,  lawns, a g r a v e l l e d  driveway: a l l  peopled by t h e s p i a n  

goddesses  and g h o s t s ,  b a r e l y  d i s g u i s e d  by t h e  p a r t s  t hey  

a r e ,  f o r  t h e  moment, a c t i n g .  They a r e  a lmos t  w e i g h t l e s s ,  

d i f f i c u l t  t o  peg down; merging a s  t h e y  d r i f t  from one 

h i s t o r i c a l  moment t o  ano the r .  The house,  a s  I have 

sugges ted ,  i s  a r e s p o s i t o r y  f o r  a l l  e x ~ e r i e n c e  from t h e  

pr imeval  t o  t h e  p r e s e n t ;  a  p l a c e  which because it e x i s t s  now 

i n  c o n c r e t e  form, c o n t i n u e s  t o  be  p a r t  o f  h i s t o r y  which is  

by d e f i n i t i o n  a b s t r a c t .  We know t h e  house i s  wh i t e  and grey - 

a s  a s t o n e  ( 9 )  ; t h e  barn  i n  which t h e  community meets t o  

f e a s t  and t o  t a l k ,  and t o  r e c a l l ,  pe rhaps  w i thou t  e v e r  

w see ing  one ,  a  Greek temple ,  i s  r a i s e d  on f o u r  c o n i c a l  s t o n e s ,  

e. each one s i m i l a r  t o  t h e  a n c i e n t  omphalos ( 2 3 ) .  The 



myth of  Gaia t e l l s  o f  a n  o r a c l e  spoken by a woman i n s p i r e d  

by meph i t i c  vapours  r i s i n g  from t h e  e a r t h ,  wh i l e  she  s i ts  on 

a t r i p o d  over  a c r e v i c e  (T 3 8 6 ) .  The d i s c u s s i o n  i n  t h e  b i g  

room wi th  t h e  windows open t o  t h e  garden i s  about  t h e  

ce s spoo l ,  t h e  sou rce  w e  may be  s u r e  of  meph i t i c  vapours  ( 7 ) .  L 

The county c o u n c i l ,  t h e  s t a t e ,  h a s  n o t  k e p t  i t s  promise t o  

b r i n g  wa te r ,  symbol o f  emot iona l  l i f e ,  t o  t h e  v i l l a g e  t o  

f l u s h  away t o  t h e  c e s s p o o l ,  t h e  human excrement which 

i n s p i r e s  t h e  o r a c l e .  

The c e s s p o o l ,  t h u s  emblem of  an a n c i e n t  c u l t u r e  and 

p a r t  of t h e  t e c h n o l o g i c a l  age ,  i s  set  among t h e  c r i s s - c r o s s  

s c a r s  l e f t  by t h e  s t r u g g l e  between invade r s  and p i l l a g e r s  

of t h e  l a n d ,  and a g r i c u l t u r a l  communities t r y i n g  t o  su rv ive .  

The c r i s s - c r o s s  fu r rows  o f  t h e  plough a r e  v i s i b l e  from an 

aeroplane--a de tached  and d i s t a n t  view, an a r t i s t ' s  view--to 

remind u s  t h a t  t h e  e a r t h  canno t  be  f r e e  u n t i l  n a t u r e  cove r s  

t h e  s c a r r e d  l a n d  w i t h  new growth. 

Woolf e x t e n d s  t h e  c r i s s - c r o s s  

when Lucy Swi th in  r e a d s  a c r i s s - c r o s s  

t h e  name a p t  and d e l i b e r a t e l y  used by 

metaphor t o  t h e  moment 

l e t t e r  from Scarborough, 

Woolf, t h e n  s l i p s  it 

between t h e  pages  o f  h e r  O u t l i n e  o f  H i s t o r y  t o  mark t h e  end 

of t h e  c h a p t e r .  Moments l a t e r  s h e  v a c a t e s  t h e  room, l e a v i n g  

I s a  and G i l e s  t o  spea.k t h e  f i r s t  words of t h e  n e x t  c h a p t e r  

o r  t h e  second a c t  i n  f r o n t  of  t h e  window, s t i l l  open t o  t h e  

garden,  2 4  hou r s  a f t e r  t h e  d i s c u s s i o n  about  t h e  ce s spoo l  

(158) . 



I t  seems t h e n ,  t h a t  t h e  v i l l a g e r s  may have a c c e s s  

t o  t h e  words of t h e  o r a c l e ,  t o  t h e  v i s i o n  of  t h e  t r a n c e d  

p rophe t ,  b u t  o n l y  i f  t h e i r  a t t e n t i o n  can  be caugh t ;  i f  they  

can be  made t o  l i s t e n  t o  t h e  sounds of n a t u r e ,  i n  t h i s  c a s e  

t h e  garden n o i s e s  coming through t h e  windows of  t h e  b i g  

room: " A  cow coughed; ... a b i r d  chuckled o u t s i d e "  ( 7 ) .  The 

cow who coughs pol i te ly--cows seldom cough--is  a s s o c i a t e d ,  

l i k e  La Trobe, w i t h  t h e  mother qoddess p o r t r a y e d  i n  Egyptian 

myth a s  Hathor t h e  horned one. I n  Egypt ian mythology t h e  

e a r t h ' s  wa te r  supply  came from Nut t h e  female  sky goddess 

(known as Rhea t o  t h e  Greeks) who gave b i r t h  o u t  of  Chaos 

t o  Is is  who i s  i n  t u r n  i d e n t i f i e d  w i t h  Hathor.  1 

I n  a n c i e n t  h i s t o r y  and mythology, animal  s i g n s  were 

used u n i v e r s a l l y  f o r  c h a r t i n g  t h e  e x p e r i e n c e  of  t h e  world; 

an imals  l e n t  t h e i r  name o r  c h a r a c t e r  t o  a  q u a l i t y  which w a s  

i n  i t s  e s sence  mys te r ious .*  So t h e  curved  a r c h  of  t h e  sky 

became t h e  u n d e r b e l l y  of a  cow, a  sky goddess  who wh i l e  

sometimes r e p r e s e n t e d  a s  a  woman w i t h  t o e s  and f i n g e r s  

touching  t h e  e a r t h ,  w a s  imagined a s  a heavenly  cow. 3 

Although animal  s i g n s  were used,  o n l y  humans cou ld  make them 

i n t o  symbols: a  c a p a c i t y  i n s e p a r a b l e  from t h e  development 

o f  language,  and,  we may assume, t h e  a r t  of  t h e  w r i t e r .  

I f  t h e  coughing cow i s  a symbolic goddess t hen  t h e  

chuck l ing  b i r d  i s  an omen: b i r d s  t o  t h e  Greeks were magic 

p o t e n c i e s .  The laughing  woodpecker, one of  t h e  most a n c i e n t  

and powerful ,  a  r a i n  b i r d  i n  cha rge  o f  t h e  wea ther ,  who 



" y a f f l e s  i n  o u r  copses  t oday" ,  Woolf jux taposes  w i th  t h e  c o w  

a s s o c i a t e d  w i t h  t h e  m o i s t u r e  g i v i n g  moon ( T  1 0 1 ) .  L a t e r  i n  

t h e  imposs ib le  chaos  of  t h e  " p r e s e n t  t ime" scene  among t h e  

m i r r o r s  she  w r i t e s  o f  t h e  unwise young who " . . . s h i v e r  i n t o  

s p l i n t e r s  t h e  o l d  v i s i o n . "  The b i r d  and t h e  cow a r e  t h e r e ,  

f r a n t i c a l l y  o f f e r i n g  t o  c o n t r i b u t e  t o  t h e  work of c r e a t i o n  

i f  someone w i l l  pay a t t e n t i o n  t o  t h e  sounds they  make, and 

through t h e  human c a p a c i t y  f o r  symbolic thought  t r ans fo rm 

t h o s e  sounds i n t o  an image, a  metaphor, a  new language:  

" . . .what a  y a f f l e - - a s  t h e y  c a l l  t h e  laughing  b i r d  t h a t  f l i t s  

from t r e e  t o  t r e e  ... t h e  ve ry  cows jo ined  i n .  Walloping, 

t a i l  l a s h i n g "  (133, 1 3 4 ) .  The woodpecker s p l i n t e r s  t r e e s  

b u t  does  n o t  "smash t o  atoms what was whole" ( 1 3 3 ) .  Woolf 

seeks  th rough  a  r e b i r t h  o f  l anguage ,  a  way t o  u n i t e  and a  

way t o  p r o g r e s s  w i thou t  t o t a l  d e s t r u c t i o n  of t h e  o l d  forms. 

The c h a t t e r  from t h e  n a t u r a l  world of  t h e  garden 

and t h e  d i s c u s s i o n  about  t h e  c e s s p o o l  a r e  i n t e r r u p t e d  when 

I s a  O l i v e r  e n t e r s  t h e  room " l i k e  a  swan swimming i t s  way" 

( 8 ) .  Isa,  s h o r t  f o r  I s a b e l l a ,  t h e  L a t i n  form of  E l i z a b e t h ,  

wears J u n o ' s  peacocks on h e r  d r e s s i n g  gown; faded peacocks: 

Juno t h e  Roman goddess of  mar r iage  may be l o s i n g  h e r  p l a c e  

t o  Venus t h e  goddess o f  l ove .  Woolf a l l u d e s  h e r e  t o  

Shakespeare ' s  r e f e r e n c e  t o  J u n o t s  swans i n  A s  You Like I t .  

C l a s s i c a l  t r a d i t i o n  has  it t h a t  J u n o ' s  b i r d s  a r e  peacocks,  

swans are Venus 's .  Venus t s  o r  Aphrod i t e i  s beau ty  i s  

i m p l i c i t  i n  t h e  second p a r t  o f  I s a ' s  name. H e r  goddess 



persona is  e s t a b l i s h e d  even be fo re  she  s i ts ,  l i k e  t h e  p r i e s -  

tess of  Gaia on h e r  t r i p o d ,  swaying a s  though r eady  t o  

d i s a p p e a r  i n t o  t h e  e t h e r ,  "on h e r  t h r ee -co rne red  c h a i r "  ( 8 ) .  

The a i r  i n  t h e  room i s  t e n s e  w i t h  emotion between 

Isa, t h e  would-be poe t  s t r u g g l i n g  t o  e x p r e s s  h e r s e l f  i n  

v e r s e ,  and Rupert  Haines, t h e  mys te r ious  gentleman farmer 

t o  whom s h e  i s  a t t r a c t e d  wi thou t  r e a l l y  knowing why. 

H a i n e s ' s  "ravaged f a c e " ,  h i s  p a s s i o n a t e  s i l e n c e ,  h i s  grey 

c l o t h e s  make him a  d e a t h  f i g u r e .  H e  i s  a fa rmer ,  t h e  

r e a p e r  o f  t h e  co rn  i n  t h e  f i e l d s  around h i s  house. 

Rupert  Haines handed I s a  a  cup o f  t e a  a t  t h e i r  f i r s t  

meeting,  and a  t e n n i s  r a c q u e t  a t  t h e i r  second: " t h a t  was 

a l l "  ( 8 ) .  The cup sugges t s  f e r t i l i s i n g  moi s tu re  b u t  t h e  

r a c q u e t ,  f u l l  of  h o l e s ,  i s  an imper fec t  p h a l l u s  w i t h o u t  t h e  

power o f  t h e  sword o r  t h e  s p e a r .  I s a ' s  romant ic  daydream 

of  h e r s e l f  and Haines f l o a t i n g  downstream a s  swans on two 

p e r f e c t  b u t  opposing r i n g s  o f  Byron 's  p o e t r y  quoted by h e r  

husband ' s  f a t h e r  i s  flawed: I s a  i s  t h e  moon who "walks i n  

beauty l i k e  t h e  n i g h t . "  H e r  l i g h t  w i l l  be  dimmed, even 

e x t i n g u i s h e d  i f  she  i s  seduced by Haines: "So w e ' l l  go no 

more a r o v i n g  by t h e  l i g h t  of t h e  moon." She f a i l s  t o  hold  

on t o  h e r  v i s i o n  of  p e r f e c t i o n  i n  l i f e  a l l i e d  w i t h  a male 

d e a t h  f i g u r e ,  a l b e i t  d i s g u i s e d  a s  a  swan, much a s  s h e  f a i l s  

t o  hang on t o  h e r  p o e t i c  v i s i o n  long  enough t o  f i n d  a  

s u i t a b l e  rhyme. She i s  t i e d  t o  h e r  domes t ic  l i f e ,  h e r  poe t ry  

con f ined  i n  an account  book; Haines i s  t a n g l e d  i n  t h e  d i r t y  



duckweed which o n l y  grows i n  s t i l l  o r  s t a g n a n t  w a t e r s  ( 8 ) .  

Haines i s  Hades, b r o t h e r  of Zeus, sometimes i n d i s t i n -  

gu i shab le  from him, sometimes known a s  Zeus of t h e  underworld. 

H e  i s  t h e  husband o f  N e m e s i s ,  and i s  t h e  swan l o v e r  of  Leda, 

l i k e  Aphrodi te  and N e m e s i s  i n  Robert  Graves ' s  v e r s i o n  of  t h e  

5 myth, t h e  nymph o f  d e a t h - i n - l i f e .  Isa sways, d i s s a t i s f i e d  

and u n c e r t a i n ,  on h e r  goddess  c h a i r ;  t h e  dark  p i g t a i l s ,  
Y 

Jungian symbols of  i l l i c i t ,  even d i r t y  s e x u a l i t y ,  a t  t h e  " 

same t ime symbols of  Is is ,  mother of n a t u r e ,  f a l l  over  h e r  

b o l s t e r  shaped body. The b o l s t e r ,  o r i g i n a l l y  b a l u s t e r ,  i s  

p a r t  of an  I o n i c  column resembl ing  i n  shape t h e  blossom of 

t h e  pomegranate. W e  f i n d  l a t e r  t h a t  I s a ' s  "neck i s  broad 

a s  a p i l l a r , "  t h e  p r i m i t i v e  form of t h e  goddess once 

worshipped i n  I l i u m  ( 7 9 ) .  An I o n i c  f o o t  i s  a measure o f  

v e r s e  i n  Greek and L a t i n  p o e t r y .  I s a  i s  a m u l t i p l e  goddess: 

she  i s  Isis,  I s h t a r ,  Venus, and N e m e s i s .  H e r  " l i t t l e  boy 

who wasn't w e l l "  t y p i f i e s  t h e  dy ing  and r e s u r r e c t i n g  god of  

many e a s t e r n  c u l t s ,  usual]-y h i s  m o t h e r ' s  l o v e r ,  who personi -  

f i e s  t h e  v e g e t a t i o n  o f  t h e  e n t i r e  e a r t h . 6  I s a  i s  Persephone 

who by e a t i n g  pomegranate s e e d s  unknowingly f o r c e d  h e r  

sorrowing mother t o  a g r e e  t o  h e r  confinement underground f o r  

f o u r  months o f  eve ry  y e a r ;  she  i s  a poe t - -1s i s  i s  known a s  

t h e  f i r s t  muse: h e r  g o d d e s s ' s  power i s  shadowed by men and 

by modern l i f e ;  h e r  power t o  make p o e t r y  i s  d r i v e n  under- 

ground by modern language.  C l e a r l y  t h e  world i s  a i l i n g .  



Y e t  Ruper t  H a i n e s ' s  name i s  t aken  from t h e  Old 

E n g l i s h  " h a i n "  meaning a  hedge f o r  keep ing  c a t t l e  away from 

a  c o r n f i e l d .  Haine i s  t h e  French noun f o r  h a t e ;  Ruper t  o f  

t h e  Rhine was t h e  German P r i n c e  who fough t  O l i v e r  Cromwell 

a t  t h e  B a t t l e  of  Naseby, immor ta l i sed  i n  Lord Macaulay 's  

poem c o l l e c t e d  i n  P a l q r a v e ' s  Golden Treasury  r ead  by Woolf 

as a  g i r l ;  Ruper t  i s  t h e  " f u r i o u s  German ... w i t h  h i s  c l a r i o n s  

and h i s  drums" who "neve r  comes b u t  t o  conquer o r  t o  f a l l .  I1 7 

Ruper t  Brooke, who i s  remembered r o m a n t i c a l l y  a s  t h e  l o s t  

p o e t i c  v o i c e  o f  a  g e n e r a t i o n  o f  Englishmen, was b u r i e d  i n  

t h e  shade o f  i l e x  trees on t h e  i s l e  o f  Skyros ,  a l s o  t h e  

b u r i a l  p l a c e  o f  Theseus;  Brooke d i e d  on A p r i l  23, 1915, t h e  

day o f  Shakespeare  and o f  S t .  ~ e o r ~ e . ~  I n  Between t h e  Acts  

I s a  g e t s  h e r  l a s t  look  a t  Ruper t  Haines  a s  h e  v a n i s h e s  " i n  
L 

t h e  crowd by t h e  i l e x "  ( 7 3 ) .  

V i r g i n i a  Wool f ' s  i n g e n u i t y  i s  unbounded: Haines is  

a l s o  t h e  un imag ina t i ve  Englishman encounte red  i n  t h e  f i r s t  

s e c t i o n  o f  James J o y c e ' s  U lys se s  s t a y i n g  i n  a  M a r t e l l o  tower ,  

one  o f  74 such f o r t i f i c a t i o n s  b u i l t  i n  1804 a l o n g  t h e  

E n g l i s h  and I r i s h  c o a s t s  t o  r e p e l  a  p o s s i b l e  French s e a  

a t t a c k ,  and named f o r  t h e  g r a n d f a t h e r  o f  Charlemagne, and 

s l a u g h t e r e r  o f  v a s t  numbers of  Saracens  a t  Tours i n  t h e  7 t h  

c e n t u r y ,  C h a r l e s  Mar t e l  (The Hammer) . Joyce '  s Haines i s  

model led  a f t e r  a  man who t e r r i f i e d  Joyce  w i t h  a  gun i n  a  

M a r t e l l o  tower  which it was p r e d i c t e d  would become t h e  

omphalos o f  a new Delph i  s i t u a t e d  i n  I r e l a n d ,  i f  Joyce  



remained t h e r e  t o  w r i t e  Ulysses .  Joyce l e f t  I r e l a n d  a lmost  

immediately a f t e r  t h e  s h o o t i n g  i n c i d e n t .  10 

Woolf ' s  u s e  of  J o y c e ' s  f i c t i o n a l  name f o r  t h e  man 

who was symbolic t o  him of a l l  t h e  r e l i g i o u s  and s o c i a l  

f o r c e s  oppos ing  him, a s  t h e  name of  h e r  own f i c t i o n a l  f i g u r e  

of d e a t h ,  shows a c e r t a i n  sympathy f o r  and a r t i s t i c  and 

p o l i t i c a l  a l l i a n c e  w i t h  Joyce.  She r ecogn i sed  t h e  importance 

of h i s  work t o  l i b e r a t e  modern l i t e r a t u r e  from n i n e t e e n t h  

cen tu ry  conven t ion ,  b u t  wanted t o  go f u r t h e r .  I n  Between 

t h e  Acts  a hammer becomes symbolic of male a g g r e s s i o n  toward 

women i n  I s a ' s  a p o c a l y p t i c  v i s i o n  of t h e  g i r l  s c r e a n i n g  i n  

t h e  b a r r a c k  room, l u r e d  t o  s e e  a h o r s e  w i t h  a g reen  t a i l ,  

t h e  p a l e  g reen  h o r s e  of dea th .  When Lucy Swi th in  comes i n  

c a r r y i n g  B a r t ' s  hammer wi th  which she n a i l e d  h e r  announcement 

t o  t h e  door  o f  t h e  ba rn ,  I s a ' s  v i s i o n  o f  r a p e  s h i f t s  t o  one 

of r e s i s t a n c e :  "The g i r l  screamed and h i t  him about  t h e  f a c e  

wi th  a hammer" ( 1 9 ,  2 0 ) .  And t y p i c a l l y ,  i n  Woolf ' s  t r a n s -  

fo rma t iona l  symbolism t h e  hammer t a k e s  on o t h e r ,  more 

p o s i t i v e  s i g n i f i c a n c e  i n  t h e  hands of Lucy Swi th in ,  a s  I 

w i l l  show l a t e r .  

Woolf h a s ,  aga in  i n  t h e  name of  a s i n g l e  c h a r a c t e r ,  

t h i s  t i m e  a n t i t h e t i c a l  t o  La Trobe y e t  connec ted  t o  h e r  by 

t h e  v i s i b l e  t h r e a d  o f  mutual consc iousness  of t h e  o r i g i n s  o f  

t h e  c o n f i n e s  o f  language,  p e r s o n i f i e d  a l l  t h e  i n s t i t u t i o n s  

she r i d i c u l e d  i n  Three Guineas,  and which La Trobe opposes 

i n  t h e  v i l l a g e  pageant  i n  Between t h e  Acts: church ,  s t a t e  



and m i l i t a r y .  The God of  t h e  underworld,  t h e  a r c h p a t r i a r c h  

of  Olympus, t h e  h a t e d  German f a s c i s t  from a c r o s s  t h e  

channe l ,  t h e  middle -c lass  Englishman, and t h e  purveyor of 

the language of o p p r e s s i o n ,  t h e  male w r i t e r ,  r e p r e s e n t  a l l  

t h e  f o r c e s  she f e a r s  may d e s t r o y  c i v i l i s a t i o n  by r e f u s i n g  t o  

i n v e n t  a  "new p l o t . "  I n  a d d i t i o n  s h e  a r b i t r a r i l y  l i f t s  

J o y c e ' s  new Delphi and ' n a v e l  s t o n e '  o u t  of I r e l a n d ,  

t o g e t h e r  w i th  t h e  C e l t i c  Magna Dea and d e p o s i t s  them where 

she obvious ly  f e e l s  t h e y  w i l l  b e  i n  s a f e r  hands, a t  Po in tz  

Ha l l .  

So on t h e  my th i ca l  l e v e l ,  i f  I s a  i s  t h e  horned cow 

goddess,  she  canno t  a s s o c i a t e  w i t h  Haines wi thout  compromis- 

i n g ,  o r  l o s i n g  h e r  powerful  d i v i n i t y  and t rampl ing  on t h e  

co rn  growing around h i s  house.  O n  t h e  p r a c t i c a l  and 

a r t i s t i c  l e v e l  s h e  must remain a s  Woolf h e r s e l f ,  and M i s s  

La Trobe remain,  an o u t s i d e r :  a  member of t h e  s o c i e t y ,  

proposed i n  Three Guineas which w i l l  co-operate  wi th  men 

b u t  w i l l  never  be  co-opted by them. The glimmer of hope 

which shows i n  Woolf ' s  p o r t r a i t  of Ba ines ,  and suppor t s  t h e  

i d e a  o f  connec t ion ,  however tenuous w i t h  James Joyce and 

o t h e r  w r i t e r s ,  comes from t h e  c o r n f i e l d .  Hades has  some 

a s s o c i a t i o n s  w i t h  t h e  f e r t i l i t y  o f  t h e  e a r t h ;  h e  i s  a  grim 

f i g u r e  i n  mythology b u t  n o t  r e a l l y  a  mal ignant  one. 

H i s  mys t e r ious  p re sence  i n f l u e n c e s  t h e  conve r sa t ion  

on t h e  t e r r a c e  a f t e r  lunch .  I n a r t i c u l a t e  G i l e s  h a s  no words 

t o  e x p r e s s  h i s  ange r  a t  t h e  coming war. M r s .  Manresa, 



dete rminedly  o p t i m i s t i c ,  and a p p a r e n t l y  l o v i n g  l i f e ,  c e r -  

t a i n l y  f l i r t i n g  w i t h  B a r t ,  G i l e s  and even Candish t h e  b u t l e r ,  

speaks  t h e  f i r s t  words of  Hamlet ' s  s o l i l o q u y  t o  d e a t h ;  

unhappy I s a  q u o t e s  and misquotes  w i t h  Will iam Dodge, p a r t  of 

t h e  t h i r d  s t a n z a  of  K e a t s ' s  "Ode t o  a  N igh t inga l e"  i n  which 

t h e  p o e t  i s  " h a l f  i n  l o v e  w i t h  e a s e f u l  d e a t h ; "  Lucy Swithin  

knows t h a t  the words of  p o e t s  a r e  n o t  t h e  common v o i c e  today.  

Emotion i n  1939 i s  "hidden behind t h e  e y e s , "  d i f f i c u l t  t o  

convey w i t h  words. M r s .  Manresa p a s s e s  on " s e n s a t i o n s "  o r  

emotions w i t h o u t  a  word t o  G i l e s  and t o  Bartholomew who 

puzz l e s  ove r  t h e  mystery of " though t s  w i thou t  words" ( 4 4 ) .  

The a n c i e n t s  k e p t  i n  touch w i t h  t h e i r  gods th rough  

s a c r i f i c e ,  o r i g i n a l l y  a  means o f  communication r a t h e r  t han  

of ga in  f o r  t h e  gods and l o s s  f o r  humanity. Ea t ing  your 

totem, i n  t h i s  c a s e  f i l e t  of f i s h ,  symbolic of  goddesses  and 

of l i f e  from immemorial t ime,  e s t a b l i s h e s  a  t h r e a d  l i k e  

M r s .  Manresa 's  t h r e a d  of  s e n s a t i o n  u n i t i n g  t h e  luncheon p a r t y  

a t  Po in t z  H a l l  b e f o r e  t h e  pageant  (T 1 3 8 ) .  The problem 

addressed  by La Trobe i n  t h e  pageant  i s  t o  f i n d  a  means by 

which d e a t h  may be  p a r t  of  t h e  p roces s  o f  l i f e  toward 

immor ta l i ty  th rough  r e g e n e r a t i o n ,  r a t h e r  t h a n  a  s y s t e m a t i c  

d e s t r u c t i o n  of  a l l  l i f e  wi th  no hope f o r  renewal.  Woolf 's  

s o l u t i o n  i s  t o  f i n d  a  common language,  t h e  t h r e a d  of  which 

w i l l  u n i t e  p a s t ,  p r e s e n t ,  f u t u r e ,  d e a t h  and l i f e ,  and which 

dea th  i n e v i t a b l e  i n  l i f e ,  w i l l  n o t  d e s t r o y .  



Acacia blossoms d r i f t  ove r  Ha ines ' s  c a r  i n  I s a ' s  

f i n a l  imag ina t ive  v i s i o n  o f  him. The r e d  and whi te  blooms 

of  t h e  evergreen  a r e  symbols f o r  immor ta l i ty  beyond dea th .  

Immor ta l i ty  i m p l i e s  r e g e n e r a t i o n ;  humans must pas s  f i r s t  

through t h e  g rave  by t h e  due enactment o f  d e a t h - i n - l i f e ,  

common t o  a l l  and p e r s o n i f i e d  i n  mythology by t h e  nymph 

goddesses  Aphrodi te ,  and N e m e s i s  i n  a  form worshipped 

e a r l i e r  t han  t h e  goddess of  i n d i v i d u a l  vengeance she came 

t o  be a s  Hades' wife .  J a n e  Har r i son  p o i n t s  o u t  " I t  i s  

when t h e  o l d  t r i b a l  s a n c t i o n s  a r e  broken down t h a t  Aidos 

and Nemesis of  and f o r t h e  i n d i v i d u a l  come i n t o  f o r c e "  ( T  2 9 ) .  

I n  t h e  drawing room a t  P o i n t z  H a l l  t h e  goose-faced M r s .  

Haines promises  t o  d e s t r o y  t h e  f e e l i n g  between I s a  and 

Haines " a s  t h e  t h r u s h  pecks  t h e  wings o f f  a  b u t t e r f l y "  

( 9 ) .  She i s  vengefu l  indeed .  Y e t  when she  rises t o  l e a v e  

she e x p e c t s  I s a  t o  r i s e  a t  t h e  same t i m e .  For they  were 

bo th  i n  ano the r  t i m e ,  a n o t h e r  p l a c e  goddesses of  t h e  moon, 

bound t o  r ise  i n  un ison ,  t i e d  by a  common myth ica l  p a s t .  

Nemesis took  t h e  form of  a  goose t o  escape t h e  

a t t e n t i o n  of Zeus t h e  swan god who raped  he r .  The daughte r  

of Night ,  t h e  mother goddess  Myx, vaguely  remembers h e r  

ea r l ' i e r  mythic o r i g i n s  and t h e  f l i g h t  of  t h e  s ac red  swans 

f a r  n o r t h  t o  unknown b r e e d i n g  grounds where chuckl ing  b i r d s  

o r  n i g h t i n g a l e s  do n o t  v e n t u r e  ( 7 ) .  l2 O f  cou r se  she  i s  n o t  

a f r a i d  of  cows. She f e a r s  t h e  powerful  c a r t  horse ,  an 

equine male reminding h e r  perhaps  o f  Zeus' and Hades' b r o t h e r  



Posiedon. M r s .  Haines  i s  Nemesis f o r  t h e  i n d i v i d u a l ;  

c e n t u r i e s  o f  f a m i l y  g r a v e s  i n  t h e  churchyard ,  h e r  creden-  

t i a l s  f o r  a n c e s t o r  worship ,  set h e r  a p a r t  from B a r t  O l i v e r  

whose f ami ly  h a s  been a t  Po in t z  H a l l  o n l y  s i n c e  Napoleon was 

d e f e a t e d  by Wel l ing ton ,  l i t t l e  more t h a n  120 y e a r s  ago. 13 

Old B a r t  O l i v e r  remembers h i s  mother; " . . . s h e  was 

very s t o u t ;  k e p t  h e r  t ea  caddy locked;  y e t  had g iven  him.. . a  

copy of  Byron" ( 8 ) .  I n  p r e - p a t r i a r c h a l  myth, b e f o r e  Hesiod 

reshaped t h e  myth, a s  J a n e  Har r i son  t e l l s  u s ,  " t o  h i s  own 

bourgeois  p e s s i m i s t i c  ends , "  Pandora was e a r t h  mother and 

" g i v e r  of  a l l  g i f t s . "  H e r  f i g u r e  l i k e  B a r t ' s  m o t h e r ' s  was 

f u l l  and round as  t h e  vase  which c o n t a i n e d  h e r  g i f t s .  

Har r i son  d i s c u s s e s  t h e  r e p r e s e n t a t i o n  i n  e a r l y  Greek a r t  of  

Pandora r i s i n g  head f i r s t  from t h e  e a r t h  t o  meet t h e  blows 

of t h e  hammers which were t h e  p r i m i t i v e  t o o l s  used by men 

f o r  b r e a k i n g  c l o d s  o f  e a r t h  b e f o r e  t h e  e x i s t e n c e  of t h e  

spade. l4 So B a r t  r e c a l l s  a  t ime of g r e a t  a n t i q u i t y ,  t h e  

r o l e  of h i s  mother t h e  e a r t h ,  and an e a r l y  p o s i t i v e  s i g n i f i -  

AC' r, cance o f  t h e  hammer now i n  h i s  p o s s e s s i o n ,  and s o  g r e a t l y  
<'' 

':. d i s t o r t e d  by men a s  an ins t rument  of agg res s ion .  And t h e  
rZ 

g i f t  he remembers i s  h i s  mo the r ' s  g i f t  of p o e t r y ,  t h e  p o e t r y  

which d e s p i t e  h i s  age ,  he  can s t i l l  recite. 

Old B a r t  O l i v e r  i s  more than  o l d .  H e  i s  c l o s e  t o  

death .  W e  r e a d  o f  h i s  " v e i n s  swollen. .  .wi th  a  brownish 

f l u i d "  as  though he  i s  embalmed o r  mummified. This  connec ts  

him w i t h  t h e  dead O s i r i s ,  found grown i n t o  t h e  t r u n k  of a  



tree by Isis, h i s  w i f e ,  mother and sister,  and by Anubis, 

Isis '  dog and c h i l d  and l a t e r  a  god o f  t h e  dead and of 

embalmers. l5 B a r t  ep i tomises  t h e  man of reason;  a  r epos i -  

t o r y  o f f a c t s ,  he  a l o n e  knows how d i s t a n t  i s  t h e  s e a  " a s  i f  

he had whipped a  t a p e  measure from h i s  pocke t  and measured 

it e x a c t l y "  (25,  26 ) .  He would " c a r r y  t h e  t o r c h  of  reason  

till it went o u t  i n  t h e  da rkness  of  t h e  cave" (149) .  B a r t  

can on ly  be comfor tab le  i f  he  c o n f i n e s  h i s  v i s i o n  i n  a  frame. 

He surveys  t h e  world from h i s  p r i s o n  of  r ea son  and l o g i c ,  

a  noose always wi th  him: "Had he been a  p a i n t e r ,  he would 

have f i x e d  h i s  e a s e l  ... where t h e  c o u n t r y ,  b a r r e d  by t r e e s ,  

looked l i k e  a  p i c t u r e "  ( 1 4 ) .  The sound of  h i s  name i s  n o t  

u n l i k e  Bath O l i v e r ,  a  f l a t ,  d r y  Eng l i sh  b i s c u i t  invented  i n  

t h e  s i x t e e n t h  c e n t u r y  and e a s i l y  crumbled and t o  which 

Woolf r e f e r s  i n  h e r  d i a r y .  l6 Lucy Swi th in ,  accustomed t o  

h e r  b r o t h e r ' s  s u p e r i o r  a t t i t u d e ,  t h i n k s  of  f e e d i n g  b i s c u i t  

crumbs t o  t h e  f i s h  i n  t h e  l i l y  pool  (149) .  One i s  reminded 

of t h e  many d r y  crumbs of  i n fo rma t ion  n e g a t i n g  imagina t ion ,  

k i l l i n g  i n i t i a t i v e  and c r e a t i v i t y  t h a t  a r e  f e d  t o  women a s  

r e c e i v a b l e  t r u t h .  1 %  ', 

B a r t  O l i v e r  i s  a  l i t e r a r y  man. La Trobe and 

V o l t a i r e  are con ta ined  w i t h i n  t h e  l e t t e r s  o f  h i s  name. H i s  

mind reaped  n o t  co rn ,  b u t  a  g r e a t  h a r v e s t  of  knowledge from 

h i s  gen t lemen ' s  l i b r a r y  of gen t lemen ' s  books by gentlemen 

w r i t e r s ,  a l l  of  whom may be inc luded  among t h e  men symboli- 

c a l l y  r e p r e s e n t e d  by Rupert  Haines: p o e t s  Kea ts ,  She l l ey ,  



Yeats and Donne, t h e  meaning o f  d e a t h  t h e i r  major  preoccupa- 

t i o n ;  s ta tesmen and s o l d i e r s  G a r i b a l d i ,  Wel l ing ton  and 

Palmerston;  s c i e n t i s t s  Darwin, Eddington,  Jeans;  t h e  a u t h o r s  

of d ry  r e p o r t s  on h o r s e s ,  and h i s t o r i e s  of  t h e  o l d  c i t i e s  

Durham and Nottingham. B a r t  r e a d s  t h e  d a i l y  pape r  t o  sho re  

up h i s  supply  of  f a c t s .  H e  i s  an o l d  man and weary. H i s  

l i f e  w i l l  c o n t i n u e  th rough  h i s  son whom he l o v e s ,  and 

through Isa toward whom h e  f e e l s  g r a t i t u d e  f o r  " s t r e t c h i n g  

h i s  t h r e a d  of l i f e  s o  f i n e ,  s o  f a r "  ( 1 7 ) .  She who " i n  h e r  

s t r i p e d  d r e s s  con t inued  him" wears t h e  many c o l o u r e d  v e i l  

o r  robe of  Isis r e p r e s e n t i n g  t h e  d i v e r s i t y  o f  n a t u r e .  A l l  

l i f e  i s  c l o t h e d  i n  Is is '  mant le .  l7 So Bar t  t a k e s  h i s  l a s t  

snap a t  t h e  pape r  l i k e  a  dog snapping a t  a b i s c u i t ,  b e f o r e  

handing it, t h e  symbol o f  h i s  knowledge, on t o  G i l e s  i n  

t h e  l a s t  scene:  " ' F i n i s h e d ? '  s a i d  G i l e s ,  t a k i n g  it from 

h i s  f a t h e r .  The o l d  man r e l i n q u i s h e d  h i s  paper"  ( 1 5 7 ) .  

B a r t ' s  g r a n d c h i l d r e n  t a k e  t h e i r  morning o u t i n g  around 

t h e  garden w i t h  t h e i r  n u r s e s  Mabel and Amy, b o t h  named f o r  

Mater Amabi l is ,  a t i t l e  of  t h e  V i r g i n  mother o f  C h r i s t .  - 
The baby Caro--perhaps a myth i ca l  Core o r  Kore o r  f u t u r e  

C a r l i n e  w i f e ,  one of  Demeter ' s  names--is r o l l e d  by h e r  

guard ians  i n  h e r  perambula tor .  A r t e m i s  i n  h e r  a n c i e n t  form 

a s  g r e a t  mother h e l d  a f e s t i v a l  o f  n u r s e s  and n u r s l i n g s  and 

a s  v i r g i n  p r i e s t e s s  is  s a i d  t o  have t r a v e l l e d  i n  a c a r t  

drawn by d e e r  (T 504, 505) .  The baby throws h e r  f u r r y  b e a r ,  

Artemis '  symbol as  bear-goddess,  o n t o  t h e  g r a s s .  The n u r s e s  



g a t h e r  up t h e  b e a r ,  f o r  it i s  t h e i r  to tem,  t h e i r  p r o t e c t o r ,  

and t h e  baby g i r l  must be t a u g h t  r e v e r e n c e  f o r  an imals  i f  

she  i s  t o  b e  p a r t  of  t h e  r e b o r n  world (T 450) .  

L i t t l e  George walks s lowly  beh ind  ( h e  i s  on ly  

p a r t i a l l y  recovered  from h i s  i l l n e s s ) .  Too young t o  r ead ,  

he l i s t e n s  o f t e n  t o  t h e  b a n a l ,  uneducated language of  t h e  

nu r se s .  H i s  moment o f  pure  r a p t u r e ,  a  ' v i s i o n  of  t h e  u n i t y ,  

harmony and ba lance  of  a l l  t h i n g s  as h e  g a t h e r s ,  l i k e  

Persephone,  t h e  s o f t  yel low f l o w e r ,  i s  s h a t t e r e d  by h i s  

g r a n d f a t h e r ' s  appearance a s  " a  t e r r i b l e  peaked,  e y e l e s s  

monster ,"  t h e  u b i q u i t o u s  newspaper r o l l e d  i n t o  a  "beak,"  
- 

always V i r g i n i a  Woolf 's  metaphor f o r  mascul ine  i n s e n s i t i -  

v i t y  ( 1 3 ) .  l8 Bar t  i s  wearing h i s  Hades costume: h i s  ances- 

t r a l  home, f a c i n g  away from t h e  sun ,  once boas ted  f o u r  h o r s e s  

t o  d r a g  t h e  family  coach th rough  t h e  mud ( 1 0 ) ;  h i s  invoca- 

t i o n s  a r e  t o  J u p i t e r  and t o  Zeus t h e  maker of thunder ;  he 

a l s o  appea r s  t o  George a s  t h e  dragon h e  h a s  t o  s l a y  (20, 28 ) .  

To Woolf, B a r t  i s  t h e  " o l d  v i s i o n "  s t i l l  wi th  some 

mer i t - -Gi les  on ly  crumples t h e  newspaper, does  n o t  d e s t r o y  

i t - -wh i l e  George, u n s u l l i e d  by midd le -c l a s s ,  educated,  

mascul ine  i n s p i r e d  language can  have a n  epiphany,  can avoid 

t h e  o l d  man's noose, can s t i l l  shed tears o f  l i f e  and 

f e e l i n g :  "'Your l i t t l e  b o y ' s  a c ry-baby ' , "  is a  s i g n  t o  

Isa--Venus, p r o t e c t o r  of h e r  son and Isis,  d e s t r o y e r  a s  

w e l l  a s  h e a l e r - - t h a t  o l d  man's  bea rd ,  t h e  b i t t e r  he rb  which 

grows o u t s i d e  t h e  nu r se ry  window must b e  s t r i p p e d  away b e f o r e  



- 45 - 

it chokes o f f  roses and words. 

I n  p a s s i n g  she  s t r i p p e d  t h e  b i t t e r  l e a f  
t h a t  grew, as  it happened, o u t s i d e  t h e  
n u r s e r y  window. Old Man's Beard. S h r i v e l -  
l i n g  t h e  s h r e d s  i n  l i e u  of  words, f o r  no 
words grow t h e r e ,  no r  r o s e s  e i t h e r ,  she  
swept p a s t  . . . I  l i k e  Venus . . . to  h e r  p rey  . . . I  (151) 

I s a  i s  de te rmined  t h a t  h e r  l i t t l e  boy w i l l  l e a r n  a  language 

grown s ide-by-s ide  w i t h  r o s e s ,  t h e  symbol of  p u r e  l o v e ,  and 

l i k e  Antigone,  j o i n  i n  l o v i n g  n o t  i n  h a t i n g .  The t h r e a d  

of l i f e  j o i n i n g  B a r t  t o  h i s  grandson i s  h i s  on ly  r o u t e  t o  

immor ta l i t y ,  s o  t h e  l i t t l e  boy must n o t  become f a t a l l y  

i n f e c t e d  w i t h  t h e  i l l s  of  bearded men. 

Indeed w o o l f ' s  r e sponse  t o  t h e  assumed p r e r o g a t i v e  

of  t h e  c o n v e n t i o n a l l y  educa ted  c l a s s e s  t o  be  w r i t e r s ,  was 

t o  u se  t h e  metaphor of  t h e  back s t a i r s  a s  a sugges ted  r o u t e  

by which t h e  uneducated cou ld  invade t h e  i vo ry  towers  o r  t h e  

upper s t o r i e s  o f  t h e  house of  language.  20 Po in t z  H a l l  h a s  

a  p r i n c i p a l  s t a i r c a s e  l e a d i n g  t o  t h e  l and ing  on which t h e  

books o f  p o e t s  "f rom whom w e  descend by way of t h e  mind" 

a r e  k e p t  ( 5 4 ) .  Another ,  " a  mere l a d d e r  a t  t h e  back" i s  

in tended  f o r  t h e  s e r v a n t s  t o  ascend t o  t h e  bedrooms where 

l i f e  is  conce ived  ( 9 ) .  So t h e  words o f  Keats and Donne, 

even Well ington may embrace t h e  unvarnished speech of  pea- 

s a n t s  and s e r v a n t s  i n  Woolf ' s  s exua l  metaphor f o r  t h e  

exogamous p r o d u c t i o n  of  new and v igo rous  l i f e  and language.  

Reason and emotion,  t h e  male and female p r i n c i p l e s ,  t 

mingle a s  i n  a " m i s t "  i n  B a r t  and h i s  sister Lucy Swithin .  

But s h e  t o o  i s  o l d  and weary. The i r  " ' game's  over"' ( 7 4 ) .  



Lucy, t h r e e  y e a r s  younger t han  h e r  b r o t h e r ,  r e c a l l s  a  c h i l d -  

hood l i k e  Maggie T u l l i v e r ' s  i n  George E l i o t ' s  The M i l l  on 

t h e  F l o s s ,  sometimes f i s h i n g  w i t h  h e r  b r o t h e r  and g a t h e r i n g  

wi ld f lower s  i n  t h e  meadows ( 2 0 ) .  L ike  Maggie she i s  sub- 

j e c t e d  t o  f r a t e r n a l  t e a s i n g  about  h e r  l o v e  f o r  r ead ing ,  b u t  

she  b e a r s  t h e  name of t h e  cous in  who went w i t h  Maggie and 

Tom on t h e i r  walks and who was i n  one s e n s e ,  Maggie 's  

a n t i t h e s i s  and h e r  r i v a l .  I have d i s c u s s e d  t h e  i n t e r -  

changeable  n a t u r e  of p r i m i t i v e  d e i t i e s .  I n  a d d i t i o n  d i v i n e  

p a i r s  are  o f t e n  male and female a s p e c t s  o f  t h e  same goddess 

o r  god; and o f t e n  t h e  a l l i a n c e s  a r e  i n c e s t u o u s .  21 B a r t  a s  
- 

Tom T u l l i v e r  can l o v e  Lucy a s  Maggie f o r  she  i s  a l s o  Lucy 

- Deane. 

Among Lucy ' s  s e v e r a l  n i ck  names i s  h e r  chi ldhood 

name Cindy o r  - Sindy: "it cou ld  b e  s p e l t  e i t h e r  way" ( 1 9 ) .  

The second s p e l l i n g  connec ts  Lucy wi th  S inn  t h e  androgynous 

moon god of  Babylon who was r e p l a c e d  by I s h t a r .  B a r t  i s  t h e  * 

D 
I male s i d e  of Sinn.  S i m i l a r l y  i n  Egypt O s i r i s  was super-  

seded by I s i s -Ne t ,  p a r t  male, p a r t  female .  2 2  1 s a  i s  

c u r i o u s l y  b i - s exua l  i n  Woolf 's  d e s c r i p t i o n :  " ' A b o r t i v e , '  

was t h e  word t h a t  expressed  her . "  Her development s e x u a l l y  

and a r t i s t i c a l l y  i s  somehow a r r e s t e d  a t  a rudimentary s t age :  

" she  never  looked l i k e  Sappho, o r  one o f  t h e  b e a u t i f u l  

young men whose photographs adorned t h e  weekly papers . "  

Yet she  i s  " S i r  R icha rd ' s  daugh te r , "  descended from t h e  

"Kings of  I r e l a n d ; "  s o c i a l l y  she  i s  a c c e p t a b l e ;  b u t  h e r  

1 p o e t r y  i s  n o t  worth w r i t i n g  down ( 1 6 ) .  When B a r t  shows h i s  
! 



upper row o f  f a l s e  t e e t h  and Lucy remarks t h a t  "marr iages  

between c o u s i n s . . . c a n 9 t  be  good f o r  t h e  t e e t h ; ' "  t h e y  a r e  

t h i n k i n g  of t h e  i n c e s t  p e r m i t t e d ,  even d e s i r e d  by a  to temis -  

t i c  people ,  e x p e c t i n g  renewal through r e - i n c a r n a t i o n  (26,  

Wool f ' s  comic pre-occupat ion w i t h  t e e t h  i n  Between 

t h e  Acts  r e s u l t s  I s u s p e c t  from h e r  own l i f e - l o n g  d e n t a l  

problems. B a r t ' s  d i s c u s s i o n  w i t h  Lucy and Isa o f  t h e  hazards  

of endogamy when a p p l i e d  t o  t e e t h  i s  p a r t  of an e l a b o r a t e  

metaphor f o r  r e - i n c a r n a t i o n  f o r  which t e e t h ,  t h o s e  endur ing  

bod i ly  p a r t s ,  "gleaming l i k e  whi te  seed  co rn , "  a r e  t h e  

v e h i c l e s  and s y m b o l i c a l l y  s i g n i f i c a n t  ( T  272) .  B a r t ' s  t e e t h  

a r e  f a l s e :  I s a  v i s i t s  h e r  d e n t i s t  r e g u l a r l y ;  h e r  t oo th -  

b rushes  a r e  prominent  on t h e  washstand where she  p r e p a r e s  

f o r  h e r  r o l e  a s  l o v i n g  mother and wi fe .  Her me taphor i ca l  

too thache  r a g e s ,  u n s a t i s f i e d  by B a r t ' s  l i t e r a t u r e .  I n  t h e  

r a p i d l y  changing  world  o f  1939 t h e  newspaper r e c o r d s  on ly  

v io l ence .  I n  t h e  s even th  summer o f  t h e  pageant  it c o n t a i n s  

no words of l o v e  and renewal.  I s a ' s  t oo thache  s u g g e s t s  a  

long and d i f f i c u l t  r e b i r t h ;  h e r  son i s  a i l i n g  b u t  n o t  dying;  
< 

she i s  t r y i n g  t o  g i v e  b i r t h  t o  a  new language;  an a t t e m p t  

which may end i n  t h e  f r u s t r a t i o n  of  a b o r t i o n .  

The common peop le ,  t h e  n u r s e s  a r e ,  of  c o u r s e ,  i n  

danger o f  t o o t h  decay from t h e  swee ts  t hey  suck; t h e i r  words 

a r e  t h i n  t r a n s p a r e n c i e s ,  n o t  s o l i d  i n fo rma t ion  o r  i d e a s .  

I s a ' s  d e n t i s t  Bates--meaning t h e  d imin i sh ing  o r  waning moon, 



t e l l s  h e r  f a l s e  t e e t h  were i nven ted  i n  t h e  t i m e  of t h e  

Pharoahs ,  among whom b r o t h e r  and sister mar r i ages  w e r e  

common. 23 Ba t ty ,  Ba tes '  s p a r t n e r ,  l u n a t i c ,  a f f e c t e d  wi th  

moon madness, perhaps  a  n i g h t  c r e a t u r e ,  a  b a t ,  spends t ime 

r e p a i r i n g  t h e  decaying t e e t h  o f  a  p r inces s .  Lucy ' s  comment 

b e f o r e  and a f t e r  t h e  d i s c u s s i o n  w i t h  I s a  and B a r t  t h a t  f i s h  

i s  ha rd  t o  keep f r e s h ,  f a r  away from t h e  w a t e r s  of  t h e  s e a  

and r i v e r s  i s  ano the r  r e f e r e n c e  t o  t h e  d e s p e r a t e  s t r u g g l e  

t o  c o n t i n u e  l i f e  t h a t  she ,  I s a ,  t h e  g i r l  i n  t h e  ba r r ack  

room, t h e  n u r s e s ,  t h e  p r i n c e s s  a r e  hav ing  w i t h o u t  much h e l p  

from i n a r t i c u l a t e  men, l i k e  G i l e s  who " h a s  no command of 

metaphor, ' '  and whose response  t o  t h e  ange r  t h a t  he f e e l s  i s  

t o  change h i s  c l o t h e s  and t o  keep s i l e n t  ( 4 3 ) .  

" ' T h a t '  s t h e  problem, ' " s a y s  Lucy Swi th in  w i th  t h e  

s u p e r i o r  wisdom o f  age and of women ( 2 5 ) .  B a r t ' s  s i s t e r ,  

b u t  much more than  h i s  s is ter ,  h i s  a l t e r  ego--"what she saw 

he  d i d n ' t  and s o  on,  ad i n f i n i t u m w - - i s  t h e  a p o s t l e  of u n i t y  

i n  t h e  nove l  ( 2 3 ) .  Although a p p a r e n t l y  an i n e f f e c t u a l  o l d  

l ady  o f  l i t t l e  i n f l u e n c e ,  she  p r o v i d e s  c o n t i n u i t y ,  having 

d i f f i c u l t y ,  a s  many o l d  l a d i e s  do,  i n  s e p a r a t i n g  t h e  p r e s e n t  

from t h e  p a s t ,  and i n  s e p a r a t i n g  human be ings  from o t h e r  

c r e a t u r e s .  "She belonged t o  t h e  u n i f e r s ,  [Ba r t ]  t o  t h e  

s e p a r a t i s t s "  ( 8 8 ) .  Time, space ,  h i s t o r y  and f i c t i o n  combine 

and b l u r  i n  Lucy Swi th in ,  g i v i n g  complexi ty  t o  h e r  r e l a t i o n -  

s h i p s  w i t h  o t h e r  c h a r a c t e r s  and m u l t i - s i g n i f i c a n c e  t o  h e r  

own. 



She l o s e s  h e r  p l a c e  i n  h e r  f a v o u r i t e  book, - The 

Ou t l i ne  o f  H i s t o r y ,  because  h i s t o r y  f o r  h e r  h a s  no o u t l i n e ;  

no d e f i n a b l e  bounda r i e s  o f  t i m e  o r  space ,  f o r  she  h a s  none 

h e r s e l f :  The V i c t o r i a n s  w e r e  no d i f f e r e n t  from modern people ,  

" ' o n l y  d r e s s e d  d i f f e r e n t l y " '  ( 1 2 7 ) .  Unlike B a r t  she  has  no 

need f o r  t h e  s e c u r i t y  of  a  frame t o  p r o t e c t  h e r  v i s i o n ;  f o r  

it i s  a l l  embracing. She h a s  on ly  t o  knee l  each  n i g h t  i n  

communion w i t h  t h e  C h r i s t i a n  god who i s  a l s o  human, and t o  

open h e r  window t o  Dionysos who i s  one wi th  humanity,  and 

wi th  p l a n t s ,  b i r d s ,  r e p t i l e s ,  a l l  of n a t u r e .  Lucy h a s  an 

a f f i n i t y  w i t h  Luc ina  goddess  of c h i l d b i r t h ,  a n o t h e r  v e r s i o n  

of  Juno,  c o n n e c t i n g  h e r  w i t h  I s a  and h e r  dangerous  conf ine-  

ment from which words may b e  r ebo rn  o r  may misca r ry  on t h e  

wind. A s  I have s a i d  s h e  i s  I s h t a r  one wi th  Sinn (and B a r t )  

and t h e  p r e d e c e s s o r  o f  Is is  (and I s a )  a s  moon goddess ,  

having many of  h e r  q u a l i t i e s .  She t r i m s  sandwiches 

" t r i a n g u l a r "  ( 2 9 ) ;  t h e  s e r v a n t s  c a l l  h e r  "Ba t ty"  l i k e  Isa ' s  

d e n t i s t ,  o r  "Old F l imsy , "  f o r  s h e  t o o  w e a r s  t h e  v e i l  of  

Isis h i d i n g  t h e  t r u e  and r e a l  benea th  every  day wor ld ly  

concerns;  Lucy w e a r s  p e a r l s ;  l i k e  t h e  moon she i s  " t h e  p e a r l  

i n  n i g h t ' s  b l a c k  e a r , "  she  l i k e s  t h e  p o r t r a i t  on t h e  s t a i r s  

" b e s t  i n  t h e  moonl ight"  (29,  11, 70 ,  5 4 ) .  

Isa and Lucy a r e  young and o l d  v i s i o n a r i e s ;  t h e  

f e r t i l e  waxing moon and t h e  waning, da rk  moon, s t i l l  

gleaming--Lucy's b l a c k  shawl s p a r k l e s  w i th  sequins ;  bo th  a r e  

healers--1sa  a s  Isis h e a l s  h e r  c h i l d ;  Lucy a s  I s h t a r  h e a l s  



William Dodge (155) .  H e r  v i r g i n i t y  d i s t i n g u i s h e s  h e r  from 

Isa. The a n c i e n t  meaning o f  v i r g i n  i s  one who i s  n o t  mar r ied  

r a t h e r  t h a n  one who i s  c h a s t e .  2 4  I n  t h i s  s e n s e  a  widow o r  

p r o s t i t u t e  can  be v i r g i n .  Lucy l e a n s  from t h e  window of  t h e  

u p s t a i r s  passage  where she  h a s  t aken  Will iam Dodge, l i k e  

I s h t a r  t h e  v i r g i n  p r o s t i t u t e  a c c e p t i n g  and g i v i n g  l o v e  f r e e l y ,  

" she  who p e e r s  ou t " :  25 

And then  a  b r e e z e  blew and a l l  t h e  mus l in  
b l i n d s  f l u t t e r e d  o u t ,  as  i f  some m a j e s t i c  
goddess ,  r i s i n g  from h e r  t h r o n e  among h e r  
p e e r s ,  had t o s s e d  h e r  amber co lou red  
ra inment  ( 5 6 ,  5 7 ) .  

The g r a v e l  below l i e s  c r e s c e n t  o r  moon shaped round t h e  

door; t h r e e  whi te  p igeons ,  I s h t a r ' s  symbol, r i s e  from t h e  

g r a s s  and f l u t t e r  away ( 5 4 ) .  W i l l i a m  Dodge who i s  " h a l f  

man", and a e s t h e t e  r a t h e r  t han  a r t i s t ,  i s  made whole through 

t h e  compassion a r i s i n g  from Lucy ' s  u n s e l f i s h ,  v i r g i n a l  love.  

( I  w i l l  e l a b o r a t e  l a t e r  on Dodge's s i g n i f i c a n c e  i n  Woolf 's  

a r t i s t i c  and l i t e r a r y  world . )  

Lucy 's  symbol of  I s h t a r  i s  t h e  dove o r  pigeon; b u t  

Lucy i s  b i r d  h e r s e l f :  ready t o  f l y ,  s h e  "perched on t h e  edge 

of a c h a i r  l i k e  a  b i r d  on a t e l e g r a p h  w i r e "  ( 8 7 ) ;  s h e  a l s o  

wears "knobbed shoes  a s  i f  she  had c l a w s  corned  l i k e  a  

c a n a r y ' s "  ( 2 4 ) .  B a r t  misquotes  t h e  opening l i n e s  of  Swin- 

burne ' s poem 

' 0  sister swallow, 0  sister swallow, 
How can t h y  h e a r t  be  f u l l  o f  t h e  s p r i n g ? '  (86)  

Swinburne's  v e r s i o n  of t h e  myth o f  Procne and h e r  sister 

Phi lomela ,  i s  t h e  lament of  t h e  n i g h t i n g a l e  Philomela f o r  



t h e  swallow Procne who w i l l  " f l y  a f t e r  s p r i n g  t o  t h e  sou th , "  

t h e  s cene  of t h e  murder of h e r  c h i l d ,  se rved  t o  h e r  husband 

as food i n  revenge f o r  t h e  r a p e  and t h e  s i l e n c i n g  (by c u t t i n g  

o u t  h e r  tongue)  o f  h e r  s i s t e r .  26 

B a r t ' s  r e p r i s e  o f  Ph i lome la ' s  lament f o r  t h e  sorrows 

of t h e  " s i s t e r - swa l low"  who k i l l e d  h e r  c h i l d ,  i s  given 

g r e a t e r  d e p t h  and poignancy i f  we r e a l i z e  he  i s  a l s o  lament- 

i n g  t h e  d e a t h  o f  a  son of  h i s  own. B a r t  seems t o  l o v e  h i s  

son G i l e s  and h i s  dog Sohrab,  h i s  " f a m i l i a r  s p i r i t "  ( 7 )  

w i t h  e q u a l  devot ion .  Matthew Arno ld ' s  t r a g i c  poem "Sohrab 

and Rustum" t e l l s  of a  P e r s i a n  w a r r i o r  Rustum who unknowingly 

wounds w i t h  a  spea r  h i s  own son, t h e  he ro  of t h e  T a r t a r s ,  

b e l i e v i n g  h i s  c h i l d  i s  a  " s l i g h t  h e l p l e s s  g i r l . "  Too l a t e ,  

Rustum r e c o g n i z e s  him by h i s  s e a l ,  t h e  s i g n e t  branded i n t o  

Sohrab ' s  arm by h i s  mother. Sohrab d i e s  a f t e r  he  " took t h e  

s p e a r  and drew it from h i s  s i d e ,  .../ and l i f e / ~ l o w e d  wi th  t h e  

s t ream."  I n  Arno ld ' s  poem Rustum t h e  w a r r i o r  mourns, s e a t e d  

b e s i d e  t h e  body o f  h i s  dead c h i l d ,  on t h e  c o l d  sands  of t h e  

d e s e r t .  27 I n  Between t h e  Acts  Sohrab t h e  Afghan hound 

guards  h i s  mas te r  l i k e  a  " c r u s a d e r ' s  dog ... even i n  t h e  realms 

of  dea th"  ( 1 7 ) .  B a r t ' s  dream of I n d i a  becomes a dream, 

perhaps  o f  P e r s i a  o r  a  d e s e r t  b a t t l e f i e l d  i n  a  c rusad ing  

w a r  a g a i n s t  t h e  I n f i d e l s ,  a  male-created scene  of  t h e  a r i d i t y  

of dea th .  L a t e r  B a r t  i s  unable  t o  f i n d  words t o  e x p r e s s  

h i s  f e e l i n g  t h a t ,  l i k e  t h e  cho rus  of  o l d  men i n  Aris tophanes  

L y s i s t r a t a ,  h e  i s  l e f t  "wi th  no glow on t h e  l og . "  M r s .  



Manresa " r i p p e d  t h e  r a g  d o l l  and l e t  t h e  sawdust  s t r eam 

from h i s  h e a r t , "  t h e  h e a r t  of T.S. E l i o t ' s  " s t u f f e d  men" 

and an echo o f  A r n o l d ' s  " l i f e /F lowed  wi th  t h e  s t ream" 

G i l e s  w e a r s  a s i g n e t  r i n g  on h i s  l i t t l e  f i n g e r  ( 4 8 ) ;  

M i s s  La T robe ' s  appearance  i s  vaguely r e m i n i s c e n t  of  a  

T a r t a r ,  a  Russian.  *' She i s  n o t  " a l t o g e t h e r  a  l ady"  ( 4 6 ) .  

She s t r i d e s  t h e  c o u n t r y s i d e ,  c a r r y i n g  h e r  c a s t i g a t i n g  whip. 

Although s h e  i s  t h e  s t e r e o t y p e  of  a  l e s b i a n  woman, and a  

t a r t a r  i n  t h e  c o l l o q u i a l  s e n s e  o f  be ing  i n t r a c t a b l e ,  she  i s  

a l s o  Woolf 's  answer t o  Matthew Arnold ' s  g l o r i f i c a t i o n  o f  t h e  

s i l l y  h e r o i c s  o f  Sohrab t h e  T a r t a r  w a r r i e r  who wanted a 

f i g h t  t o  t h e  d e a t h  i n  o r d e r  t h a t  h i s  fame would r e a c h  t h e  

e a r s  of  h i s  f a t h e r  Rustum; who on ly  made h i s  f a t h e r  s e e ,  

t h a t  i s  know him as h i s  son,  a f t e r  Rustum had m o r t a l l y  

wounded him. I n  A r n o l d ' s  poem, Sohrab and Rustum bo th  i g n o r e  

t h e i r  i n t u i t i o n ,  t h e i r  emotion,  i n  f avour  of  t h e  r ea son  and 

l o g i c  which l e a d  t o  f i l i c i d e ,  and an a n a g n o r i s i s  which 

cannot  b e  fo l lowed  by epiphany f o r ,  i n  t h e  w a t e r l e s s  d e s e r t  

t h e r e  i s  n o t h i n g  from which new l i f e  can a r i s e .  

La Trobe i s  t h e  a n t i t h e s i s  of Arno ld ' s  " s l i g h t ,  

h e l p l e s s  g i r l , . . , / m a d e  p a l e  by words. " 3 0  F a r  from making 

he r  p a l e ,  words come t o  l i f e  w i t h i n  h e r ;  she  u s e s  " s t r o n g  

language" ( 1 6 ) .  She must make h e r  audience  - see by t h e  

power of  l anguage  which h a s  taken  r o o t  and grown i n  t h e  

b r o t h ,  t h e  f e r t i l e  medium which i s  h e r  mind, So V i r g i n i a  



Woolf 's  a l t e r n a t i v e  f o r  women f o r c e d  t o  be  s i l e n t ,  and t o  

s a c r i f i c e  t h e  l i f e  t h e y  have c r e a t e d  w i t h i n  them, and f o r  

men who r e f u s e  t o  q u e s t i o n  t h e  v a l u e  of  honour, p a t r i o t i s m  

and t h e  r u l e  o f  law i s  t h e  "new p l o t , "  c o n s t a n t l y  renewed, 

of  t h e  c r e a t i v e  a r t i s t ,  t h e  anonymous v o i c e  which comes 

i n  p a r t  from t h e  a n c i e n t  world. 

Lucy Swi th in  r e a d s  h e r  O u t l i n e  of H i s t o r y  from 3 t o  

5 i n  t h e  morning; each y e a r  i n  Winter  she  r e t i r e s  t o  

Has t ings ,  vaguely  resembl ing  i n  h e r  behaviour ,  t h e  swallow, 

and t h e  d e a t h - i n - l i f e  of  T.S. E l i o t ' s  v i s i o n  i n  The Waste 

Land of one who r e a d s  much of  t h e  n i g h t  and goes  sou th  i n  

t h e  Winter .  31 Lucy may i n h a b i t  one of t h e  M a r t e l l o  Towers 

which s u r v i v e  as p r i v a t e  r e s i d e n c e s  a long  t h e  s o u t h e a s t  

c o a s t  n e a r  Has t ings .  But Lucy u s e s  h e r  hammer t o  announce 

a  peace fu l  assembly r a t h e r  t han  d e a l  a  blow. The hammer 

which i s  I s a ' s  mind becomes t h e  i n s t rumen t  w i t h  which t h e  

g i r l  a s s a u l t e d  by t h e  t r o o p e r s  defends  h e r s e l f ,  symbol ises  

t h e  de fence  of  women a g a i n s t  t h e  blows d e a l t  them by men. 

And t h e  assembly t o  which Lucy p e r s i s t e n t l y  ( f o r  seven 

summers) ca l l s  t h e  populace,  i s  t h e  pageant  by which t h e  

a r t i s t  can  r e v e a l  h e r  e v e r  changing v i s i o n .  Woolf t r a n s -  

forms t h e  hammer i n  Lucy ' s  hands from an in s t rumen t  of 

dea th  t o  one o f  l i f e  c o n s t a n t l y  renewed. 

The v i l l a g e  i d i o t  "who always t o r e  down what had 

been n a i l e d  up" c rouches  i n  t h e  shade of t h e  hedge, i n  t h e  

shadow of  d e a t h ,  and l aughs ,  a s  do t h e  workers i n  t h e  barn ,  



a t  LUCY'S words ( 2 4 ) .  I s a  who admires  Lucy ' s  courage,  f o r  

she t o o ,  i n  o l d  age  i s  shadowed by d e a t h ,  d e s c r i b e s  h e r  a s  

"an ange l "  ( 2 1 ) .  Rather  she i s  S t .  Lucy, a  S i c i l i a n  v i r g i n  

mar tyr  of  t h e  1st  cen tu ry  A . D . ,  invoked a g a i n s t  a f f l i c t i o n s  

o f  t h e  s i g h t .  Lucy k n e e l s  t o  p r o t e c t  h e r  v i s i o n  from t h e  

sword which executed h e r  namesake. F a i r l y  obvious ly  she 

has  connec t ions  w i th  S t .  Swithun, t h e  b i shop  of  Winchester  

who i n  1093, s h o r t l y  a f t e r  t h e  Norman invas ion  a t  Has t ings ,  

founded t h e  c a t h e d r a l  and promised t o  send r a i n  f o r  f o r t y  

consecu t ive  days  and n i g h t s  i f  r a i n  f e l l  on h i s  g rave ,  on 

h i s  f e a s t  day. 32 V i r g i n i a  Woolf s e e s  Winchester  a s  a  p l a c e  

of male supremacy and dea th .  A t  t h e  s choo l  a t t e n d e d  by 

g e n e r a t i o n s  of  upper c l a s s  Englishmen you i n h a b i t  t h e  world 

of t h e  p a s t :  t h e  world of  t h e  dead.  33 ~ o t  s u r p r i s i n g l y  

La Trobe ' s  t ea shop  a t  Winchester ,  " f a i l e d "  ( 4 6 ) .  Lucy 

Swithin  i s  an  imaginary and c o n s i d e r a b l y  more l i v e l y ,  

r e l a t i v e  of  S t .  Swi th in ,  t h e  dead C a t h o l i c  b i shop  whose 

o f f e r i n g  of l i f e  l i k e  t h a t  of  h i s  church  has  c e r t a i n  condi-  

t i o n s  a t t a c h e d .  Woolf weaves an imaginary h i s t o r y  o f  

S w i t h i n ' s  r e l a t i v e  i n t o  Between t h e  A c t s  much as she  wove 

t h e  s t o r y  o f  J u d i t h  Shakespeare i n t o  A Room of  One's Own. 34 

I n  p r i m i t i v e  s o c i e t i e s  t h e  making of r a i n  and t h e  

c o n t r o l  of  t h e  weather  i s  u s u a l l y  i n  t h e  hands of women. 35 

A man ( l i k e  S t .  Swithun) i s  a  r a i n  maker on ly  by v i r t u e  of 

h i s  r e l a t i o n  t o  a woman who h o l d s  t h e  r e a l  magic power, t h e  

power o f  g i v i n g  l i f e .  Lucy 's  b i r d - l i k e  magic i s  a k i n  t o  t h e  



r a i n - b i r d '  s, t h e  l augh ing  woodpecker' s. 

To t h e  e a r l y  Greeks, b i r d s  had t h e  s p e c i a l  magical  

power of  a c t u a l l y  making t h e  weather.  Long b e f o r e  Zeus 

hu r l ed  h i s  t h u n d e r b o l t s  t h e  woodpecker, n o t  a  god b u t  a  

s a n c t i t y ,  was h e l d  r e s p o n s i b l e  f o r  r a i n  and f o r  sunsh ine .  

By wearing b i r d  f e a t h e r  robes  o r  headdres ses  you c,ould t a k e  

t o  y o u r s e l f  some o f  t h e  powers of  t h e  b i r d  magician.  

Indeed,  i f  you w e r e  a  t o t e m i s t i c  people  you became t h e  b i r d .  

I s a ' s  i m a g i n a t i v e  f l i g h t  through t h e  a i r  " ' t h e r e  t o  l o s e  

what b i n d s  u s  here. . ." '  depends on t h e  " b l u e  f e a t h e r "  from 

t h e  b l u e b i r d  f e a t h e r  robe  worn by Is is-Nephthys  (15,  16,  

T 110 ) .  The words o f  Ruper t  Haines v i b r a t e  i n  I sa ' s  

consc iousness  l i k e  t h e  p r o p e l l o r  o f  an ae rop lane ,  an ambigu- 

ous symbol and i n s t r u m e n t  o f  d e a t h  and of  freedom; b u t  she  

i n  t u r n  canno t  f i n d  a  word t o  d e s c r i b e  h i s  e f f e c t  on h e r  and 

r e s i s t s  t h e  t e m p t a t i o n  t o  f o l l o w  him i n  imagina t ion  i n  

favour  of o r d e r i n g  f i s h  f o r  lunch.  I n  t h e  legend  of  Isis 

and O s i r i s ,  t h e  goddess  t u r n s  i n t o  a  swallow t o  s e a r c h  f o r  

O s i r i s '  body. So bo th  Lucy and I s a  p a r t i c i p a t e  i n  magic, 

through t h e i r  m y t h i c a l  and imagined f l i g h t s  of t h e  mind: 

I s a  l i k e  V i r g i n i a  Woolf h e r s e l f  i n  p u r s u i t  of  e l u s i v e  lan-  

guage, " s h i v e r i n g  fragments:"  Lucy g a t h e r i n g  t h e  connec t ing  

t h r e a d s  of  t h e  u n i v e r s e .  3 6  

Lucy ' s  o b s e s s i o n  w i t h  u n i t y  i s  n o t  d i f f i c u l t  t o  

unders tand  i f  w e  c o n s i d e r  t h e  i n f l u e n c e  of  J a n e  ~ a r r i s o n ' s  

thought  on Woolf ' s  p o r t r a y a l  of h e r  c h a r a c t e r .  The "pray-  



a b l e  being" whose e x i s t e n c e  i n  LUCY'S  s k u l l  p u z z l e s  B a r t  i s  

Themis, daughte r  o f  Gaia and t h e  p e r s o n i f i c a t i o n  of t h e  

r e l i g i o u s  p r i n c i p l e  i t s e l f  ( T  487) .  Ha r r i son  d i s t i n g u i s h e s  

r e l i g i o n ,  i n t e l l e c t u a l i s e d  and c r y s t a l l i s e d  i n t o  an 

i n d i v i d u a l  god e x t e r n a l  t o  humanity, and d e s p i s e d  by B a r t  

t h e  r a t i o n a l  t h i n k e r ,  from t h e  r e p r e s e n t a t i o n  of  t h e  

c o l l e c t i v e  consc ience  and s o c i a l  custom which i s  p r i m i t i v e  

r e l i g i o n :  "Re l ig ion  sums up and embodies what we f e e l  

t o g e t h e r ,  what we c a r e  f o r  t o g e t h e r ,  what w e  imagine 

t o g e t h e r "  ( T  487) .  Themis and Gaia a r e  mother and daughte r ,  

"one i n  n a t u r e ,  many-named" (T 480) .  Themis i s  Ea r th  mother, 

p rophe t  of  Delphi ,  and a t  t h e  same t i m e  above and below 

every  god and goddess,  g i v i n g  them t h e  s u p p o r t i n g  s t r u c t u r e  

of t h e  s o c i a l  impera t ive  (T 485) .  She h a s  a  p r o p h e t i c  

f u n c t i o n  i n  t h e  s ense  of  u t t e r a n c e  r a t h e r  t h a n  o f  f o r e c a s t ;  

more t h a n  any th ing  it i s  she  who b r i n g s  t h e  gods t o g e t h e r ,  

"convenes and d i s s o l v e s  t h e  assembly . . . p  r e s i d e s  ove r  t h e  

f e a s t "  (T 482) .  She does  n o t  r u l e ,  s h e  i s  no a u t o c r a t  and 

never  became a f u l l y  f l e d g e d  d i v i n i t y  f o r  she  i s  p a r t  of  them 

a l l ;  she  r e p r e s e n t s  t h e  f e e l i n g  o f  t h e  group; s h e  ranges  from 

e a r t h  t o  heaven; h e r  a l l e g i a n c e  i s  t o  none and h e r  concern 

i s  f o r  t h e  l a w  and j u s t i c e  common t o  a l l ;  she  i s  doom o r  

f a t e  i n  t h e  s e n s e  of t h e  i n e v i t a b i l i t y  o f  t h e  law which she 

u t t e r s :  t h e  l a w  which has  a r i s e n  from p r i m i t i v e  m a t r i l i n e a l  

+ '  s o c i e t y  i n  which woman a s  mother w a s  c e n t r a l .  - 1  I ( 4  

V i r g i n i a  Woolf 's  pac i f i sm,  h e r  p a s s i o n a t e  b e l i e f  



t h a t  woman's n a t u r e  i s  a k i n  t o  An t igone ' s ,  i s  exp res sed  by 

Jane  Har r i son  i n  h e r  j u s t i f i c a t i o n  o f  Themis a s  t h e  

"supreme s o c i a l  f a c t "  whose dominance does  n o t  come from 

f o r c e  because  s o c i e t y  i s  o n l y  p o s s i b l e  "by co -ope ra t ion ,  by 

mutual conces s ion ,  n o t  by antagonism" ( T  4 9 2 ) .  Lucy 

Swithin  a s  Themis i s  easy  t o  t r a c e :  We know t h a t  she  

communes w i t h  Dionysus and w i t h  C h r i s t .  Ha r r i son  t e l l s  u s  

" t h e  e s sence  of t h e  Bacchic a s  c o n t r a s t e d  wi th  t h e  Olympian 

r e l i g i o n  i s  t h e  d o c t r i n e  of  union and communion w i t h  t h e  

god" ( T  4 8 ) .  Lucy i s  t h e  s p i r i t  who r e u n i t e s  t h e  s h a r p l y  

d iv ided  c o n c e p t i o n s  which a r e  gods and b l ends  them a g a i n  

i n t o  t h e  u n i v e r s a l  and " p r i m i t i v e  haze" from which t h e y  

emerged. 

Lucy c u t s  b read  i n  t h e  k i t c h e n ,  c l o s e  t o  t h e  "semi- 

e c c l e s i a s t i c a l "  l a r d e r ,  and connec t s  i n  he r  musings t h e  

t h e o l o g i e s  of  s e v e r a l  c u l t u r e s :  t h e  d r y  M r s .  Sands l o v e s  

c a t s ,  gods o f  a n c i e n t  Egypt; t h e  house c a t ' s  Chinese name 

Sun Yeng, i s  changed i n  t h e  k i t c h e n  t o  Sunny, an  i r r e v e r e n t  

v e r s i o n  o f  Apollo;  Sands'  p r edeces so r  was J e s s i e  Pook, a  

p r i m i t i v e  Puck o r  a i r  s p i r i t  of  t i m e s  p a s t ,  connec ted  w i t h  

Dionysos, who dropped h a i r  p i n s  i n t o  t h e  soup; Zeus who 

s o l i d i f i e d  t h e  sound of  thunder  i n t o  weapons i n s p i r e d  B a r t ' s  

f a v o u r i t e  o a t h ,  bu t  r e q u i r e s  a  more a p p r o p r i a t e  s a c r i f i c e  

than  a  h a i r p i n .  Lucy t h e n  s k i p s ,  i n  thought ,  " s i d e l o n g ,  

from y e a s t  t o  a l c o h o l ;  s o  t o  f e rmen ta t ion ;  s o  t o  Bacchus; 

and [ l i e s ]  under p u r p l e  lamps i n  a  v ineya rd  in I t a l y ,  a s  she  



had done of ten"  ( 2 0 )  . 
Lucy i s  t h u s  " i n  e c s t a s y  and sacramenta l  communion 

one w i t h  Bacchos" a s  she  c a l l s  on o t h e r s  t o  become ( T  487) .  

She an?ounces t h e  assembly ( t h e  p a g e a n t ) ,  by n a i l i n g  advance 

n o t i c e s  t o  t h e  barn  door. I t  i s  incumbent on h e r  a s  Themis 

t o  make a  s o c i e t y  i n  which everyone h a s  a p l a c e  under t h e  

law. Because r e l i g i o n  i s  what w e  f e e l ,  c a r e  f o r  and imagine, 

it may exc lude  r a t i o n a l  man. But t h e  world h a s  changed, a s  

B a r t  reminds her :  "what he saw she  d i d n ' t  ... ad i n f i n i t u m . "  

Prayer  i s  n o t  enough f o r  t h e  modern world;  s h e  must "provide  

umbrel las"  l a r g e  enough f o r  a l l  t o  s h e l t e r  benea th  i n  o r d e r  

t o  ensu re  coope ra t ion  r a t h e r  t han  antagonism ( 2 1 )  . 
Jane  Har r i son  p o i n t s  o u t  t h e r e  were many t h e m i s t e s  

o u t  of  which a r o s e  t h e  u n i f y i n g  s p i r i t  o f  Themis ( T  483) .  

And, most impor t an t ly ,  t h e  u n i t  o f  modern c i v i l i s a t i o n  which, 

i n  V i r g i n i a  Woolf 's  c a s e  i s  r e p r e s e n t e d  by t h e  V i c t o r i a n  

home and f ami ly  which she  s a t i r i s e s  i n  t h e  pageant ,  i s  n o t  

Themis b u t  themis ,  f o r  i t s  i n t e r n a l  l a w  admin i s t e r ed  by 

p a t e r n a l  a u t h o r i t y  does  n o t  come under  t h e  umbre l la  of t h e  

c o l l e c t i v e  consc ience ,  t h a t  of  t h e  "he rd  i n s t i n c t "  ( t h e  

bovine r e f e r e n c e  i s  s i g n i f i c a n t )  which - i s  r e l i g i o n  and which 

M r s .  Swi th in  i n d i r e c t l y  p e r s o n i f i e s  a s  t h e  " o l d  p a r t y  wi th  

t h e  umbre l la  r i g h t  under t h e  ' o r s e ' s  nose ,"  (a male h o r s e ) ,  

who d e f i e s  t h e  " laws of God and man" en fo rced  by t h e  p h a l l i c  

t runcheon of  Budge t h e  V i c t o r i a n  policeman (118, T 485 



Themis " r a n g e s  a l l  ove r "  e a r t h ,  sea and sky ( T  483) .  

Lightweight  Lucy i s  f o r e v e r  po i sed  f o r  t a k e o f f .  She moves 

i n  h e r  o l d  garden shoes  a s  i f  t h e  e a r t h  w e r e  f l u i d ;  she  

mounts t h e  s t a i r s  l ook ing  f o r  someone p r a y i n g  i n  t h e  upper 

rooms; h e r  d u t i e s  and s e n s e  of  r e s p o n s i b i l i t y  t a k e  h e r  i n  

and o u t  o f  t h e  b a r n  2 0  t i m e s ;  a f t e r  t h e  pageant  she  s t a n d s  

bes ide  t h e  l i l y  pond "between two f l u i d i t i e s "  a i r  and 

water ,  h e r  f e e t  on t h e  e a r t h ,  con templa t ing  t h e  l i l y  pads 

which s e e m  i n  h e r  imag ina t ion  t o  be t h e  c o n t i n e n t s  of  t h e  

world, " i s l a n d s  o f  s e c u r i t y ,  g lo s sy  and t h i c k , "  touched by 

a i r  c r e a t u r e ,  The d r a g o n f l y  and nudged from below by t h e  - 

golden o r f e .  She s t r a i n s  t o  c o n c e n t r a t e ,  t o  u n i t e  t h e  d i s -  

p a r a t e  s e c t i o n s  o f  h e r  domain (148) .  

Alpha and Omega, t h e  beg inn ing  and t h e  end,  a r e  

sometimes r e p r e s e n t e d  i n  a r t  a s  a  b i r d  and a f i s h .  37 But, 

t o  b e l i e v e  t h e y  are t h e  same i s  t o  deny l i f e  w i t h  i t s  

c o n s t a n t  r e g e n e r a t i o n  ( T  3 5 3 ) .  And r e l i g i o n ,  i n  t h e  person 

of Lucy who i s  Themis, a l t hough  she i s  a  u n i f i e r ,  r e p r e s e n t s  

an o l d  o r d e r ,  an o r d e r  no longe r  a p p r o p r i a t e ,  a s  B a r t  

r e c o g n i s e s ,  f o r  t h e  modern world: "How impercep t ive  h e r  

r e l i g i o n  made h e r !  The fumes of t h a t  i n c e n s e  obscured  t h e  

human h e a r t "  (147) .  H e r e  Woolf r e j e c t s  any accep ted  moral 

1" code f o r . t h e  moral  Xesson of  La Trobe, t h e  w r i t e r  o f  e p i c s  

i 
who wants  no formal  t hanks ,  f o r  she  s e e k s  i n s p i r a t i o n  f o r  

P 

t h e  words of  h e r  n e x t  p lay .  La Trobe ' s  moments o f  g l o r y  



moment" because,  as  Har r i son  t e l l s  u s ,  "To t h e  r e a l  c r e a t i v e  

a r t i s t  even p r a i s e  and g l o r y  are swallowed up i n  t h e  supreme 

joy of  c r e a t i o n "  (151, AR 213) .  V i r g i n i a  Woolf ' s  own view 

was t h a t  a  "new book. . .not  on ly  t h r u s t s  i t s  p redeces so r  

from t h e  n e s t  b u t  has  a way of  s u b t l y  b l acken ing  i t s  

c h a r a c t e r  i n  comparison w i t h  i t s  own. 81 38 r I ,  f t h  

Encouraging communion a t  an assembly of t h e  populace 

o r  a t  an  i n t i m a t e  meal f o r  f ami ly  and f r i e n d s  i s ,  i n  mytho- 

logy,  t h e  r e s p o n s i b i l i t y  of  Themis t h e  convenor.  Frequent ly  

i n  V i r g i n i a  Woolf 's  f i c t i o n  it i s  a l i t e r a r y  d e v i c e  by which 

she  g rcups  h e r  c h a r a c t e r s  i n  p r e p a r a t i o n  f o r  t h e  p l o t  which 

fo l lows  o r  grows o u t  of t h a t  s ac ramen ta l  f e a s t .  The luncheon 

p a r t y  a t  Po in t z  H a l l  i s  c e n t r a l  t o  t h e  nove l :  The c h a r a c t e r s  

beg in  t h e  mys te r ious  i n t e r c h a n g e  of  emotion and reason  and 

t h e  poo l ing  of  t h e i r  wisdom i n  t h e  d i n i n g  room, a space  

wi th  no l o c a t i o n  i n  t i m e ;  " a  s h e l l  s i n g i n g  of  what was b e f o r e  

t i m e  was" ( 3 1 ) .  Woolf l i k e n s  t h e  room t o  a vase ,  t h e  

c e n t r a l  symbol of  Isis: a vase  i n  which l i e  t h e  beg inn ings  

of wisdom, and t h e  f e r t i l i s i n g  power o f  t h e  moon goddess. 

Within t h e  s i l e n t ,  empty room w a i t  p a s s i v e l y ,  showing n e i t h e r  

hope n o r  d e s p a i r ,  t h e  symbols o f  l i f e ,  l o v e  and gene ra t ion :  

a bowl o f  r e d ,  wh i t e  and ye l low r o s e s  i n t e r s p e r s e d  wi th  sword 

and h e a r t  shaped l e a v e s ,  and p a i n t e d  images o f  a nameless 



woman, and a  man w i t h  a name, a h o r s e  and a dog. I n  a few 

sen tences  Woolf s u g g e s t s  t h e  h i s t o r y  of  t h e  world and a 

p o s s i b l e  f u t u r e :  t h e  s i l e n t ,  mys t e r ious  and anonymous woman; 

t h e  p r o p r i e t a r y  man who " h e l d  t h e  r e i n  i n  h i s  hand;" t h e  

r o s e ,  symbol of  p u r e  l ove ;  sword and h e a r t  shaped l e a v e s ,  

symbols of g e n e r a t i o n .  A l l  a r e  h e l d  w i t h i n  t h e  v a s e  which 

i s  Isis, Mother and l i f e  ( 3 0 ) .  

Candish,  t h e  oddly  named f ami ly  b u t l e r  who a r r a n g e s  

t h e  t a b l e a u  i n  t h e  d i n i n g  room b e f o r e  lunch,  p r o v i d e s  ano the r  

i n s t a n c e  of  t h e  comic v e r b a l  sho r thand  by which Woolf 

u n i t e s  v a s t  p h i l o s o p h i e s  and i d e o l o g i e s  by r educ ing  them t o  

two s y l l a b l e s ,  and p e r s o n i f y i n g  them i n  a  s i n g l e  c h a r a c t e r .  

The name o f  t h e  b u t l e r  r e p r e s e n t s  t h e  i r r e v e r e n t  s a t i r e  o f  

V o l t a i r e ' s  Candide combined w i t h  t h e  l o v i n g  compassion of  

t h e  goddess  I s h t a r :  "Queer ly ,  he  loved  f lower s ,  c o n s i d e r i n g  

h i s  gambling and d r i n k i n g "  ( 3 0 ) .  Cand i sh ' s  unexpected l o v e  

of r o s e s  i s  I s h t a r ' s ;  h i s  curved ,  moon shaped b rush  sweeps 

away dry  crumbs and s p a r e s  t h e  f a l l e n  r o s e  p e t a l s  (154) ;  
/ 

Candide, i n  P a r i s  w i t h  t h e  Abbe from p&igord,  gambles 

away 50,000 f r a n c s  i n  two games of  c a r d s .  39 car(adi.shl s 

mother, one of  t h e  Pe r ry ' s - -pe r ry  i s  fermented p e a r  ju ice--  

l i n k s  him t o  d r i n k i n g  and,  l i k e  Lucy Swi th in ,  t o  Bacchus 

( 5 9 ) .  The c o n n e c t i o n  w i t h  Bacchus o r  Dionysos i s  s t r e n g t h -  

ened th rough  t h e  g r e a t  Hagia T r i ada  Sarcophagus d a t e d  about  

1500 B.C. and housed s i n c e  1903 i n  t h e  museum a t  Candia on 

t h e  island o f  C r e t e  where J a n e  Har r i son  and o t h e r s  made 



impor tan t  d i s c o v e r i e s  about  pre-Olympic r e l i g i o n .  The 

sarcophogos sums up t h e  s i g n i f i c a n c e  o f  t h e  ceremonies  of 

a n c i e n t  Spr ing  f e s t i v a l s ,  t h e  s a c r i f i c e s  and s a n c t i t i e s  a l l  

d i r e c t e d  toward what Har r i son  c a l l s  " t h e  b r i d a l  of  t h e  Ea r th  

and Sky, t h e  New B i r t h  of t h e  World" (T 1 7 9 ) .  

The new b i r t h  of t h e  world i s  j u s t  what V i r g i n i a  

Woolf p o s i t s  i n  t h e  f i n a l  words of  Between t h e  Acts .  She 

s h a r e s  V o l t a i r e ' s  m i s t r u s t  of t h e  o p t i m i s t i c  n o t i o n  t h a t  

a l l  i s  f o r  t h e  b e s t  i n  " t h i s  b e s t  o f  a l l  p o s s i b l e  worlds .  1140 

M r s .  Manresa 's  op in ion ,  " t h i s  r i p e ,  t h i s  m e l t i n g ,  t h i s  

ado rab le  world ,"  i s  more q u a l i f i e d ,  more open t o  p o s s i b i l i -  

t i e s  t han  t h a t  of  V o l t a i r e '  s Pangloss  ( 4 5 ) .  So a c r o s s  

c e n t u r i e s ,  wiping o u t  c h r o n o l o g i c a l  t i m e ,  Candish draws 

t o g e t h e r  t h e  Age of Reason and I s h t a r ,  t h e  f o r c e  of  n a t u r e  

c o n t r o l l i n g  t h e  c y c l e  of l i f e ,  i n  a v i s i o n  of  change through 

co-opera t ion  which i s  l e s s  u top ian  t h a n  it i s  f a i n t l y  hope- 

f u l ,  depending as it does  on t h e  s h i f t i n g  p e r s p e c t i v e s  of 

o u r s e l v e s ,  t h e  new i n h e r i t o r s  of  technology.  Acceptance of 

t h i n g s  as they  a r e  under t h e  a e g i s  o f  church ,  s t a t e  and 

m i l i t a r y  i s  no t  enough; t h e r e  must be  hope and t h e  con t inu ing  

sea rch  f o r  Candide ' s  Cunegonde and t h e  v i s i o n  s h e  r e p r e s e n t s  

t h a t  change w i l l  come i f  w e  ' "go  and work i n  t h e  ga rden" ' ;  

i n  t h i s  c a s e  t h e  f e r t i l e  medium o f  t h e  mind o f  t h e  a r t i s t  

who i s  a t  work i n  t h e  garden of  P o i n t z  H a l l  a t  t h e  c r u c i a l  

suspended t ime between t h e  p a s t  and t h e  future--between t h e  

a c t s .  4 1  



M r s .  Manresa and W i l l i a m  Dodge, two i n t r u d e r s  from 

t h e  c i t y ,  are among t h e  group which sett les down t o  f i l e t  

of s o l e ,  c h e r r y  t a r t  and champagne. G i l e s ,  Isa's husband, 

and " t h e  f a t h e r  o f  h e r  c h i l d r e n , "  a  d e s c r i p t i o n  s h e  seems 

t o  p r e f e r ,  comes l a t e  t o  lunch  d r e s s e d  a s  a  c r i cke t e r - -one  

who s t r i k e s  blows--and blows,  a s  do Manresa and Dodge, i n t o  

t h e  " s h e l t e r e d  harbour"  o f  P o i n t z  H a l l  and i t s  c e n t r e ,  t h e  

p l a c e  of sacramenta l  communion, t h e  d i n i n g  room (34,  3 8 ) .  

M r s .  Manresa, "wi l$  c h i l d  of  n a t u r e "  who f i r s t  m e t  G i l e s  a t  

a  c r i c k e t  match, comple tes  t h e  goddess t r i n i t y  a t  t h e  t a b l e .  

She i s  "Lady of t h e  Wild Things ,"  t h e  e a r t h  mother d e s c r i b e d  

by Jane  Har r i son  as t h e  mother o f  a l l  l i v i n g  c r e a t u r e s .  

Manresa i s  e a r t h  mother ,  co rn  mother,  and mature woman: 

" l i k e  a  goddess  buoyant ,  abundant ,  ... h e r  cornucopia  running 

ove r , "  s h e  i s  of  t h e  e a r t h ,  e a r t h y ;  s h e  r o l l s  i n  t h e  g r a s s ,  

weaves b a s k e t s ,  y o d e l s  among t h e  ho l lyhocks  (89,  3 5 ) .  The 

ho l lyhock ,  a t  one t i m e ,  was known a s  t h e  r e s u r r e c t i o n  

p l a n t .  Ha r r i son  a r g u e s  t h e  i n f l u e n c e  of t h e  my th i ca l  mother 

and maid on t h e  s o c i a l  o r d e r  of  a n c i e n t  Athens. Demeter, 

" t h e  prosperous ,  g e n i a l  corn-mother" i s  p h y s i c a l ,  of t h e  upper 

a i r ;  Kore o r  Persephone,  t h e  daugh te r  o r  maiden, more 

s p i r i t u a l ,  o f  t h e  underworld. 4 2 

The e a r t h  mother as R e m e t e r ,  Zeus ' s  wi fe ,  i s  a t  home 

i n  t h e  p a t r i a r c h a l  atmosphere of Olympus; Manresa e f f o r t -  

l e s s l y  e s t a b l i s h e s  an a f f i n i t y  w i t h  B a r t  and G i l e s ;  a t  

t e a t i m e  i n  t h e  ba rn ,  s h e  moves r e g a l l y ,  y e t  a s  an e q u a l  among 



t h e  g e n t r y  and t h e  v i l l a g e r s ,  m a l e  and female.  Manresa 

has  t r a v e l l e d  t h e  world. Born on a n o t h e r  c o n t i n e n t ,  she  

wears j ewels  dug from t h e  e a r t h  by a husband who may o r  may 

no t  be  Ralph Manresa, a  J e w .  Although s h e  i s  o f  t h e  "upper 

a i r "  Manresa h a s  a  n i g h t  l i f e :  she  s t r o l l s  t h e  garden a t  

midnight ,  h e r  p a s t  l i f e  a mystery. H e r  g r a n d f a t h e r  had been 

imprisoned down under i n  Tasmania. H e r  exc lamat ion ,  "You 

d o n ' t  know my husband!" supposedly r e f e r s  t o  h i s  g e n e r o s i t y  

wi th  money, o r  h i s  f o o l i s h  p h i l a n t h r o p y  (Ralph i n  d i a l e c t  
', . 

means a  f o o l )  b u t  on a d i f f e r e n t  l e v e l  r e f e r s  t o  t h e  helmet 

of i n v i s i b i l i t y ,  a l s o  possessed  by B a r t  i n  h i s  youth,  t h a t  

he wears a s  Hades, l o r d  of  t h e  underworld.  Hades owns t h e  

gems and r i c h e s  below t h e  e a r t h ,  and o f  c o u r s e  t h e  jewels  

Manresa wears on h e r  f i n g e r s ,  t h e  j e w e l s  of I s h t a r  (146) .  

Manresa has  t h e  c l e a r  s i g h t e d n e s s  made p o s s i b l e  by t h e  

b r i l l i a n c e  of t h e  f u l l  moon: "Ralph when he was a t  t h e  war, 

c o u l d n ' t  have been k i l l e d  wi thou t  h e r  s e e i n g  him," f o r  t h e  

moon l i g h t s  a l l  t h e  e a r t h  and t h e  dead a r e  Demeter ' s  people  

( 3 6 ) .  

Although t h e  corn  goddess must appease  Apollo t h e  

sun god i f  h e r  c r o p s  are t o  r i p e n ,  t h e  evening sun does  n o t  

s u i t  t h e  makeup of t h i s  w i ld  c h i l d  of  n a t u r e :  " p l a t e d  it 

looked,  n o t  deep ly  i n t e r f u s e d "  ( 1 9 6 )  . I n  " T i n t e r n  AbbeyN 

Wordsworth w r i t e s  of a  p resence  "deep ly  i n t e r f u s e d "  i n  

n a t u r e ,  r e f e r s  t o  t h e  "shoot ing  l i g h t s "  i n  t h e  "wi ld  eyes"  

of  h i s  sister, and goes on t o  i n s t r u c t  h e r  " l e t  t h e  moon/ 



Shine on t h e e  i n  t h y  s o l i t a r y  walk. " 4 3  So Manresa, l ady  of 

t h e  w i ld  t h i n g s ,  j e w e l s  r a t h e r  t h a n  eyes ,  f l a s h i n g  r e d  and 

green l i g h t ,  h i d e s  h e r  r e a l  p r e sence  benea th  an e a s y  s o c i a l  

manner, a manner which impresses  men b u t  f a i l s  t o  convince 

women, " f o r  t h e y  b e i n g  c o n s p i r a t o r s ,  saw through i t "  (128, 

34 ) .  A s  human b e i n g s  developed from h u n t e r s  t o  a g r i c u l t u r i s t s  

t h e  Lady of t h e  Wild Things  became of n e c e s s i t y  Demeter t h e  

goddess o f  t h e  c u l t i v a t e d  e a r t h .  The maid and Queen of  t h e  

underworld i s  Demeter ' s  c h i l d ,  b u t  a l s o  p a r t  of her .  Because 

he r  seed must d i e  b e f o r e  it b reaks  from t h e  e a r t h  t o  bloom, 

Demeter 's  dark  s i d e ,  h e r  sorrow i s  never  f a r  beneath  t h e  

su r f ace :44  I n  t h e  r e c o g n i t i o n  of  t h e  f i n a l e  of t h e  pageant  

" f o r  an i n s t a n t  tears ravaged h e r  powder" (137) .  

Thoughts o f  d e a t h  t h e n  a r e  never  f a r  from s i g n s  of 

l i f e  i n  Between t h e  A c t s .  Manresa b r i n g s  f r e s h  l i f e  t o  t h e  

lunch p a r t y :  champagne, soma, t h e  d r i n k  of t h e  moon goddess, 

needs o n l y  t h e  p h a l l i c  corkscrew,  p rov ided  by t h e  b u t l e r ,  t o  

r e s t o r e  l i f e  t o  o l d  B a r t  ( 3 3 ) .  4 5  On t h e  t e r r a c e  a f t e r  

lunch Manresa s t i rs  t h e  c o f f e e ,  cream and brown sugar  candy 

mixture  " sensuous ly ,  rhy thmica l ly  ... round and round" i n  h e r  

cup, a n o t h e r  form o f  t h e  r e g e n e r a t i n g  cau ldron ,  t h e  candy 

congea l ing ,  u n i t i n g  w i t h  t h e  cream, t h e  r i c h e s t  p a r t  of  t h e  

milk ( 4 4 ) .  Milk w a s  thought  t o  be,  when water  was s c a r c e ,  

an  e f f e c t i v e  s a c r i f i c e  t o  induce  t h e  moon goddess who was 

Heavenly Cow t o  send  r a i n  t o  t h e  e a r t h .  46 A t  t h e  tea 

i n t e r v a l  Isa p o u r s  a mug of  milk  f o r  George, her l i t t l e  boy, 



a s  he s w i m s  b l i n d l y  toward h e r  a g a i n s t  t h e  waves of o b s t r u c t -  

i n g  s k i r t s  and t o u s e r s  of t h e  i n d i f f e r e n t  crowd o f  v i l l a g e r s .  

She o f f e r s  him l i f e  o r  courage t o  c o n t i n u e ,  as Woolf 

h e r s e l f  con t inued  t o  l i v e  and w r i t e ,  " a g a i n s t  t h e  c u r r e n t "  

and " t h e  w o r l d ' s  no to r ious  i n d i f f e r e n c e .  1147 

I n  P l u t a r c h ' s  legend of Isis and O s i r i s  t h e  s t o r y  

i s  t o l d  o f  t h e  c h i l d  Maneros t h e  f i s h e r ,  ano the r  v e r s i o n  

of t h e  a r c h e t y p a l ,  a i l i n g ,  r e g e n e r a t i v e  god, who f e l l  over- 

board a s  he  beheld  wi th  awe Isis '  g r i e f  a t  t h e  d e a t h  of 

O s i r i s .  4 8  Maneros means unders tanding  of l ove ;  Manresa 

s t i rs  cream i n t o  t h e  r e v i v i f y i n g  cup of  c o f f e e ;  s k i l l  wi th  

t h e  w r i t t e n  word i s  no t  he r  f o r t e ;  s h e  c h a t t e r s ,  perhaps  

l i k e  a  magpie, ano the r  magic b i r d .  But h e r  i n t e n t i o n s  a r e  

good; she  has  Shakespeare "by h e a r t "  i f  n o t  by r o t e ;  she  i s  

a  l i f e  g i v e r  connected,  it seems by name, t o  l i t t l e  George, 

t h e  new g e n e r a t i o n  for whom I s a  must r e j e c t  dea th ,  and 

f r e e  t h e  v i s i o n  of l ove  i n  h e r  poems f o r  him t o  unders tand 

( 4 4 ) .  Woolf r e f e r r e d  t o  t h e  w r i t i n g  o f  Between t h e  Acts a s  

an a t t e m p t  a t  a  new method; " a  r i c h e r  p a t .  " 4 9  She, i n  h e r  

way, i s  mi lk ing  h e r  imagina t ion ,  pour ing  it o u t  upon t h e  

ground as  a  s a c r i f i c e ,  a  l i b a t i o n  i n  t h e  form of  words t o  

i r r i g a t e ,  and g i v e  l i f e  t o  d ry  and d u s t y  l i t e r a t u r e .  C l e a r l y  

Woolf 's  u s e  of  words i s  impres s ive ly  economical;  each 

resembles  i n i t s  m u l t i p l i c i t y  t h e  s t a r l i n g s  " s y l l a b l i n g  d i s -  

c o r d a n t l y  l i f e ,  l i f e ,  l i f e , "  which a t t a c k  t h e  t r e e  behind 

which M i s s  La Trobe h i d e s  t o  p r e s e r v e  h e r  anonymity (152) .  



Woolf r i d i c u l e d  i n  Three Guineas t h e  l i f e l e s s  words 

of men, accus ing  them o f  having "no s o u l  wi th  which t o  

preach and no mind w i t h  which t o  w r i t e . "  Indeed t o  l i s t e n  

t o  a  l e c t u r e  by a n  Englishman was a k i n  t o  medieval  t o r t u r e .  50 

The dark underground c a v e s  of  Manresa i n  t h e  Spanish  

Pyrenees w e r e  t h e  s e t t i n g  i n  1525 f o r  t h e  w r i t i n g s  of  

I g n a t i u s  Loyola t h e  founder  of t h e  J e s u i t s  whose pa radox ica l  

r u l e  demanded comple te  submiss ion t o  t h e  i dea  of h i e r a r c h i c a l  

i n f a l l i b i l i t y  i n  m a t t e r s  of f a i t h ,  whi le  advoca t ing  reason  

and l o g i c  i n  e d u c a t i o n .  Modern t o t a l i t a r i a n  brainwashing 

techniques  and Orwe l l i an  double- think a r e  n o t  ve ry  d i f f e r e n t  

from t h e  t e a c h i n g  methods of  t h e  J e s u i t  school-masters  of 

upper and middle  c l a s s  European boys: " I f ,  s ays  Loyola, t h e  
\ 

church t e a c h e s  t o  b e  b l a c k  what t h e  eye s e e s  a s  wh i t e ,  t h e  

mind w i l l  b e l i e v e  it t o  be  b l ack .  lv5'  Although t h e  dark  cave 

n u r t u r e d  J e s u i t  u l t ramontan ism,  Manresa t h e  goddess of  

moonlight ,  t h e  e a r t h  and t h e  underworld,  h e r s e l f  a symbolic 

womb, can conce ive  a new world even a f t e r  f o u r  hundred y e a r s  

of  suppres s ion  o f  f emin ine  wisdom and va lues .  

I g n a t i u s  w r o t e  h i s  book of  s p i r i t u a l  e x e r c i s e s ,  and 

i n  s p i t e  o f  t h e  d a r k n e s s  of  t h e  cave  came t o  see a l l  t h i n g s  

i n  a  new l i g h t ,  c r o s s e d  t h e  d e s e r t  t o  Jerusalem on a donkey, 

and e v e n t u a l l y  r e t u r n e d  t o  Spain t o  found h i s  o r d e r  of 

p r i e s t s .  H e  l e a r n e d  L a t i n  w i t h  t h e  h e l p  of  a  woman, I s a b e l  

Roser, t h e n  founded a home f o r  J e w s  conver ted  t o  C h r i s t i a n i t y ,  

and ano the r  f o r  women of  d i s o r d e r l y  l i f e .  It  must have been 



a  g r e a t  joke f o r  Woolf t o  g i v e  t h e  name of  I g n a t i u s '  p ious  

l ady  t e a c h e r  t o  one  of  h e r  own goddess h e r o i n e s ,  and t h e  

name of h i s  p l a c e  of s p i r i t u a l  i n s p i r a t i o n  t o  another :  t h e  

somewhat d i s o r d e r l y  woman marr ied  f o r  Woolf ' s  purposes  t o  

Ralph Manresa, t h e  Jew conver ted  n o t  t o  t h e  church ,  b u t  t o  

r i c h e s  and t h e  s t a t u s  of t h e  Eng l i sh  landed  g e n t r y .  

Manresa 's  companion Will iam Dodge appea r s  t o  be  a  

gentleman. H i s  p resence  d i s t u r b s ,  r a i s e s  q u e s t i o n s  which 

he avo ids  answering d i r e c t l y .  Manresa 's  r e l a t i o n s h i p  wi th  

him i s  ambiguous. Jane  Har r i son  d e s c r i b e s  t h e  r e l a t i o n  of  

m a t r i a r c h a l  goddesses  t o  t h e i r , m a l e  companions a s  "half-way 

between Mother and Lover w i t h  a  touch  of t h e  Pa t ron  s a i n t . "  

These g r a c i o u s  c r e a t u r e s  r e q u i r e d  t h e i r  he roes  t o  do g r e a t  

deeds  f o r  them i n  r e t u r n  f o r  p r o t e c t i o n .  '* Dodge i s  no hero.  

I n  c o n t r a s t  G i l e s  seems s o  t o  Manresa: Somehow she  was t h e  

Queen; and he  ( G i l e s )  was t h e  s u r l y  hero"  ( 7 1 ) .  Dodge i s  

s l i p p e r y  a s  a  snake,  "unwholesome;" "half-man;" keeping 

hidden what i s  s i n i s t e r :  h i s  l e f t  hand i n  h i s  pocke t  i s  

" f i r m l y  i f  s u r r e p t i t i o u s l y "  c l o s e d  a s  h e  endeavours t o  f i t  

h imself  i n t o  a  s o c i e t y  which has  no s p e c i a l  n i c h e  f o r  him 

(32, 57, 8 3 ) .  

Dodge's e x p e r t  ad jus tment  of  I s a ' s  deck c h a i r  

r e f l e c t s  how much b e t t e r  he  h a s  l e a r n e d  t o  a d j u s t  t han  she  

who h i d e s  h e r  d e v i a n t  s i d e ,  h e r  a r t i s t r y  w i t h i n  t h e  r i g i d  

cove r s  of  an  account  book. "She h e l d  h e r  deck c h a i r  a t  t h e  

wrong angle .  The frame wi th  t h e  no tches  w a s  ups ide  down" 



( 4 1 ) .  Dodge canno t  h i d e  h i s  t w i s t e d  f a c e  as  he  does  h i s  

l e f t  hand: I s a  and G i l e s  g u e s s  h i s  s e c r e t .  G i l e s ,  who obeys 

t h e  r u l e s  o f  s o c i e t y ,  i s  enraged.  H e  can conform t o  expecta-  

t i o n s  w i th  m i l i t a r y  p r e c i s i o n .  H e  "nicked h i s  c h a i r  i n t o  

p o s i t i o n  w i t h  a  j e r k "  ( 4 3 ) .  Dodge c o n s i d e r a t e l y  un fo lds  

I s a ' s  c h a i r  and f i x e s  t h e  b a r  " i n t o  t h e  r i g h t  no tch ,"  a s  he 

has  l e a r n e d  t o  f i t  h i m s e l f ,  u n o b t r u s i v e l y ,  i n t o  a  s o c i e t y  

whose a r b i t r a r y  c a t e g o r i e s  cannot  r e a l l y  c o n t a i n  him. H e  

a p p r e c i a t e s  I s a ' s  d i s c o m f o r t  w i th  t h e  "myriad of h a i r  t h i n  

t i e s "  o f  p rope r  d o m e s t i c i t y  ( 1 8 ) .  A s  a e s t h e t e  r a t h e r  t han  

a r t i s t  Dodge o b t a i n s  p l e a s u r e  from t h e  contempla t ion  of a r t  

r a t h e r  t han  joy from i t s  c r e a t i o n .  

J ane  H a r r i s o n  d i s t i n g u i s h e s  t h e  p r a c t i c a l  man of 

a c t i o n  from t h e  a e s t h e t e  who d e s i r e s  s e n s a t i o n ,  and when 

he does  n o t  f e e l ,  c anno t  b r i n g  h imse l f  t o  a c t .  A t  t h e  most 

he can s i m u l a t e  a c t i o n  by t h e  contempla t ion  of  beauty-- 

beauty i n  r e l a t i o n  t o  t h e  way he would l i k e  t o  f e e l  b u t  

cannot .  Dodge a s k s ,  "Beauty - i s n '  t t h a t  enough??" ( 6 4 )  . 
The t r u e  a r t i s t  f e e l s  s t r o n g l y  and s e e s  c l e a r l y  and i s  

fo rced  t o  speak,  p a i n t  o r  w r i t e  as does  La Trobe and t o  a 

l e s s e r  e x t e n t  Isa; G i l e s  i s  i n a r t i c u l a t e  s o  responds t o  h i s  

f e e l i n g s  by v i o l e n t  a c t i o n ;  by stamping o u t  t h e  p e r v e r t e d  

and incompa t ib l e  u n i ~ n  of  t h e  snake and t h e  t oad  he f i n d s  

"couched i n  t h e  g r a s s "  ( 7 5 ) .  53 Dodge a lone  i s  c o l d ,  unable  

T -  t o  acknowledge h i s  fo rb idden  s e x u a l  f e e l i n g s  f o r  G i l e s  and 
I 

able on ly  t o  s i m u l a t e  emotion i n  response  t o  t h e  p a i n t i n g  



of t h e  b e a u t i f u l  woman i n  t h e  d i n i n g  room. H i s  u n f e e l i n g ,  

c r i t i c a l  eye i s  upon Isa as  she  recites h e r  poe t ry .  "Always 

some c o l d  eye crawled o v e r  t h e  s u r f a c e  l i k e  a  w i n t e r  b lue-  

b o t t l e ! "  (128) .  54 A 1  though Dodge a f  f  e c t s  an a p p r e c i a t i o n  

of t h e  s k i l l  o f  t h e  a r t i s t ,  c a r e f u l l y  t r y i n g  t o  pre-judge 

what he should o r  should  n o t  s ay ,  he  cannot  r o u s e  f e e l i n g s  

he has  never  had, and cannot  s t i r  emotion long  ago deadened 

by t h e  r e p r e s s i o n  of  h i s  s e x u a l i t y .  G i l e s  knew "what h i s  

l e f t  hand was do ing ,"  and c a l l s  Dodge t r u l y  " a  f i n g e r e r  of  

s ensa t ions"  (83,  48 ) .  Ha r r i son  s u g g e s t s  t h e  a s e t h e t e ,  most 

o f t e n  u n s u c c e s s f u l l y ,  " s e e k s  t h e  s e n s a t i o n  of s t i r r i n g "  h i s  

s enses  (AR 2 1 4 ) .  

Dodge, a  m i s f i t  i n  t h e  male-defined world,  s e e s  it 

s u l l i e d  a s  it sees him; a s  he was made t o  s e e  it a s  a  c h i l d ,  

h i s  head he ld  benea th  d i r t y  water .  H e  i s  n o t  happi ly  man 

nor  woman, n e i t h e r  i s  he s a t i s f i e d l y  androgynous. He i s  

William t h e  invader  o f  t h e  enc losed  world of  Po in t z  Ha l l ,  

y e t  i s  no conquer ing hero.  Ge o r  Gaia t h e  e a r t h  mother 

spoke a n c i e n t  wisdom a t  t h e  o r a c l e  of  Dodona t o  t h e  dove 

p r i e s t e s s e s  couched i n  t h e  g r a s s ,  t h e i r  e a r s  t o  t h e  e a r t h ,  

a s  t h e  o l i v e  green  snake i s  couched f o r  G i l e s  t o  c r u s h  wi th  

h i s  shoe ( T  389) .  Will iam Dodge i s  named, i n  V i r g i n i a  

Woolf 's  whimsical  l ex icography ,  f o r  the male conquerer  of 

England, and f o r  t h e  o r a c u l a r  s h r i n e  Dodona and t h e  e a r t h  

mother G e ,  as w e l l  as f o r  t h e  e v a s i v e  o r  dodgy behaviour by 

which h e  s u r v i v e s .  Ne i the r  can one avoid  a l l u s i o n  t o  



Dickens ' s  A r t f u l  Dodger, h e  who f i n g e r e d  l i g h t l y  t h e  c o n t e n t s  

of  pocke ts .  I n  Woolf 's  t u r n e d  around u n i v e r s e  Dodge's 

t w i s t e d  f a c e ,  a t t r a c t i o n  t o  t h e  O l i v e r  f ami ly ,  and B i l l ,  t h e  

d iminu t ive  form of h i s  name, merge c o n v e n t i o n a l  good wi th  

dev iance  and w i t h  t h e  e v i l  of  D i c k e n s ' s  B i l l  Sykes; merge 

male power w i t h  female  wisdom i n  a  c h a r a c t e r  f o r  whom a  

p l a c e  must be  made i n  t h e  r e i n c a r n a t e  world.  Dodge i s  " a  
- 

today; a  l i c k  s p i t t l e ;  ... a  f l i c k e r i n g ,  mind-divided l i t t l e  

snake i n  t h e  g r a s s , "  symbo l i ca l ly  c rushed  unde r foo t  by 

G i l e s  ( 4 8 ,  5 7 ) .  Yet he  i s  "hea l ed"  by Lucy Swi th in ,  n o t  of 

h i s  unhappiness--happiness i s  n o t  Wool f ' s  po in t - -bu t  of  h i s  

a l i e n a t i o n .  Lucy, whose w i n t e r  home i s  a t  Has t ings  where 

Will iam invaded England i n  1066, t h e  b e s t  known d a t e  i n  t h e  

Engl i sh  h i s t o r y  i n  which she  does  n o t  b e l i e v e ,  welcomes 

Dodge i n t o  t h e  house,  t h e  c e n t r e  o f  l i f e  t o  show him through , 

t h e  upper  rooms t o  t h e  nu r se ry .  

I f  t h e  b i g  room w i t h  t h e  windows open t o  t h e  garden 

i s  t h e  antechamber t o  t h e  p l a c e  o f  p r o p h e t i c  u t t e r a n c e ,  and 

t h e  empty d i n i n g  room c o n t a i n s  w i t h i n  i t s  marble  co ldness  

t h e  symbols of  p a s t ,  and o f  f u t u r e  l i f e ,  t h e  n u r s e r y ,  i t s  

door open t o  anyone, h o l d s  t h e  e l emen t s  which can nour i sh  

t h e  new world.  Dodge h a s  passed  th rough  the-meeting p l a c e ,  

t h e  morning room, and t h e  p l a c e  of  concep t ion  and b i r t h ,  t h e  

bedroom, t o  t h e  " c r a d l e  o f  t h e  r a c e " .  Words, i n s t rumen t s  

of " a  thousand p o s s i b i l i t i e s "  can  menace G i l e s  t h e  man of 

conven t iona l  a c t i o n  ( 4 7 ) .  To Dodge t h e  a e s t h e t e ,  t h e y  r a i s e  



themselves  as  symbols o f  a world which w i l l  have a p l a c e  f o r  

him when he i s  reborn .  The nu r se ry  i s  warm and moi s t ;  t h e  

anonymous, unframed, mass produced image of t h e  Newfoundland 

dog pinned t o  t h e  w a l l  does  n o t  r e q u i r e  c r i t i c a l  assessment .  

I t  i s  worth n o t i n g  t h a t  Byron had a  monument a t  Newstead 

Abbey i n s c r i b e d  w i t h  a poem i n  p r a i s e  of  Boatswain, a  

Newfoundland dog. Boatswain,  o r  i n  common p a r l a n c e  

Bo'sun, i s  a  s h i p ' s  o f f i c e r .  55 I n  t h e  new found l and  of 

c h i l d r e n  t h e  dog i s  s imply a  good f r i e n d ,  known f o r  i t s  

s a g a c i t y ,  good temper and t h e  s t r o n g  swimming a b i l i t y  one 

needs t o  keep a f l o a t ,  head above wate r ,  i n  Po in t z  H a l l  t h a t  

watery microcosm. The h o r s e  i s  c h i l d  s i z e ,  r e c a l l i n g  t h e  

r e a l  h o r s e  r e p l a c e d  th rough  modern technology by t h e  motor 

c a r .  The empty c o t ,  t h e  n u r s e ' s  abandoned sewing, t h e  t o y  

rock ing  h o r s e ,  b a r e l y  s t i l l ,  t h e  open door ,  a l l  sugges t  a  

ho ld ing  of  t h e  b r e a t h ,  a  temporary suspension of t h e  p r o c e s s  

of  l i f e ,  u n t i l  t h e  "crew" r e t u r n s ,  ready t o  p l ay  t h e  second 

a c t .  

Dodge, w i t h  Lucy ' s  h e l p ,  can keep h i s  head above 

w a t e r ,  b u t  t h e r e  i s  n o t h i n g  i n  Lucy t o  "weight  a man l i k e  

G i l e s  t o  t h e  e a r t h "  ( 8 7 ) .  H e  needs s o l i d ,  e a r t h y  Manresa 

s o  t h a t  he may "keep  h i s  o r b i t "  f o r  he  i s  O s i r i s  and Apollo,  

t h e  sun who b r i n g s  Demeter ' s  c rops  t o  f lower  and t o  f r u i t i o n  

( 8 9 ) .  G i l e s ,  t h e  i n a r t i c u l a t e  hero ,  l i k e  Wagner's P a r s i f a l ,  

t h e  p u r e  o r  g u i l e n e s s  f o o l ,  must ask  t h e  q u e s t i o n  which 

w i l l  f r e e  t h e  world  from pa in .  Manresa speaks  and s i n g s  b u t  



cannot  w r i t e ,  y e t  bo th  he  and she  a r e  needed t o  g i v e  l i f e  

t o  l i t e r a t u r e ,  "common ground" where a l l  must " t r e s p a s s  

f r e e l y  and f e a r l e s s l y . "  Woolf ' s  p o i n t ,  c l e a r l y  made i n  

"The Leaning Tower," i s  t h a t  l i t e r a t u r e  can  on ly  s u r v i v e  

by c r o s s i n g  t h e  " g u l f "  between t h e  f o r m a l l y  educated--upper 

and midd le -c l a s s  men--and t h e  uneducated--women and t h e  

poor. Beyond t h a t  g u l f  a s  G i l e s  knows, murder i s  committed; 

minds are f e t t e r e d  by ignorance  ( 3 9 ) .  

G i l e s ,  t h e  q u e s t i n g  hero ,  manacled, l i k e  Theseus t o  

a  rock i n  h e l l  and " f o r c e d  p a s s i v e l y  t o  behold i n d e s c r i b a b l e  

h o r r o r , "  must f i n d  a  way t o  communicate h i s  anger  and 

concern ( 4 8 ) .  The a f f i n i t y  he  and Manresa f e e l  f o r  each 

o t h e r ,  wh i l e  on one l e v e l  t h e  a f f i n i t y  of  t h e  burgeoning 

e a r t h  f o r  t h e  l i g h t  and warmth of t h e  sun,  i s  a l s o  t h e  a f f i -  

n i t y  needed between t h e  formal ly  educa ted  p r o f e s s i o n a l  

c l a s s e s  whose "uniform" G i l e s  wears a t  d i n n e r ,  and t h e  work- 

i n g  c l a s s e s  w i t h  whom Manresa i s  s o  comfor tab le .  I n  t h e  

r ebo rn  world t h e r e  w i l l  b e  an e a s i n g  o f  t h e  f r u s t r a t i o n s  

and unhappiness  a f f l i c t i n g  I s a ,  Dodge, G i l e s  and Manresa-- 

t h e  symbolic p r e s e n t  g e n e r a t i o n  caught  between two worlds ,  

"one dy ing ,  t h e  o t h e r  s t r u g g l i n g  t o  b e  born ."  L i t t l e  George 

and h i s  sister baby Caro can grow up w i t h o u t  t h e  r e s t r i c -  

t i o n s  o f  l o f t y  e l i t i s m  and f r u s t r a t e d  impotence found i n  a 

l i f e  d i v i d e d  by p a t r i a r c h a l  "hedges. ' 56 Woolf ' s metaphori- 

c a l  hedges,  p e r s o n i f i e d  i n  Rupert  Ha ines - - r eca l l  t h a t  

"ha in"  i s  Old Eng l i sh  f o r  hedge--diminish f o r  Isa as she  



makes h e r  cho ice  between d e a t h  and l i f e :  "'Now I f o l l o w  ( s h e  

pushed h e r  c h a i r  back...The man i n  grey  was l o s t  i n  t h e  

crowd by t h e  i l e x )  ' t h a t  o l d  s t rumpet '  ( she  invoked 

M r s .  Xanresa'  s t i g h t ,  f lowered  f i g u r e  i n  f r o n t  of h e r )  ' t o  

have t e a ' "  ( 7 3 ) .  G i l e s  hedged about  only  by custom and 

convent ion,  n o t  r e a l l y  by h i s  p e r s o n a l i t y ,  shows many 

p o s s i b i l i t i e s .  Woolf h a s  g iven  him Lyt ton G i l e s  S t r a c h e y ' s  

second name, s u g g e s t i n g  t h a t  l i t e r a r y  t a l e n t  and homosexual 

love  a r e  n o t  beyond him. C e r t a i n l y  he knows Will iam Dodge 

i s  a t t r a c t e d  t o  him. But Dodge's s e c r e t  i s  s a f e .  Char le-  

magne i s  s a i d  t o  have t o l d ,  under t h e  s e a l  of t h e  confes -  

s i o n a l ,  a " s e c r e t  s i n "  t o  h i s  f a v o u r i t e  p r i e s t ,  an abbot  

named Gi l e s .  5 7  G i l e s  i s  a l s o  Farmer G i l e s  t h e  p r o t o t y p a l  

yeoman of  England, d e f l e c t e d  from h i s  p r e f e r r e d  occupa t ion  

by modern l i f e :  "Given h i s  cho ice  he would have chosen t o  

farm" ( 3 8 ) .  Ruper t  Haines ,  on t h e  o t h e r  hand, i s  a  g e n t l e -  

man farmer ,  r e p r e s e n t i n g  Byron 's  " r a c e  worn o u t  q u i t e , "  

ready t o  d i s a p p e a r  as Haines does  l a t e r ,  l e a v i n g  Isa f r e e ,  

l i k e  Woolf, t o  f o l l o w  h e r  own furrow: "There he  was f o r  one 

second; b u t  surrounded,  i n a c c e s s i b l e ,  and now vanished" 

Rupert  Haines  i s  t h e  on ly  t h r e a t e n i n g  male f i g u r e  i n  

t h e  novel .  G i l e s ,  t h e  g u i l e l e s s  f o o l ,  and even f o o l i s h  

Ralph Manresa a r e  l o s t  and q u e s t i n g  heroes  needed f o r  t h e  

new p l o t ,  t h e  u n l i v e d ,  unwr i t t en  h i s t o r y  of t h e  second a c t .  

G i l e s ,  l i k e  P a r s i f a l  wears  b l ack  i n  t h e  f i n a l  s cene  of  t h e  



novel ,  as he  p l a y s  t h e  p a r t  dredged up  by La Trobe from t h e  

muddy d e p t h s  o f  h e r  mind. According t o  a n c i e n t  Egypt ian 

myth, t h e  snake and t o a d  emerged from chaos;  t h e  t o a d  o r  

f r o g ,  s e l f - c r e a t e d  from t h e  mud of t h e  N i l e ;  t h e  snake,  

female ,  w i t h  an a f f i n i t y  f o r  t h e  d e p t h s  o f  t h e  e a r t h .  59  The 

monstrous embrace, an i n v e r s i o n  which can  never  g i v e  l i f e ,  

imp l i e s  n o t  on ly  s t e r i l i t y  b u t  genocide.  G i l e s ' s  v i o l e n t  

r e a c t i o n  i s  immature, b u t  a f f i r m s  h i s  d e s i r e  f o r  l i f e  over  

dea th .  H e  s t r i d e s  t o  t h e b a r n ,  t h e  temple  o f  t h e  goddesses;  

M r s .  Manresa h a s  "vaguely some s e n s e  t h a t  he  had proved h i s  

v a l o u r  f o r  h e r  admira t ion"  ( 8 1 ) .  To Isa,  h i s  s a c r i f i c e  

i s  an o f f e r i n g  wi thou t  m e r i t ,  f o r  it accompl i shes  no th ing  new: 

he  i s  p l a y i n g  games, " a  s i l l y  l i t t l e  boy w i t h  blood on h i s  

boots"  ( 8 4 ) .  I f  G i l e s  i s  t h e  h e r o  Gilgamesh ( a n o t h e r  

l i n g u i s t i c  p o s s i b i l i t y ) ,  h i s  a t t e m p t  t o  overcome t h e  goddess 

I s h t a r  i s  bound t o  f a i l ,  f o r ,  l i k e  t h e  moon, she  cannot  be  

possessed .60  Wagner's P a r s i f a l  washed h i s  f e e t  b e f o r e  e n t e r -  

i n g  t h e  c a s t l e  o f  t h e  g r a i l  t o  h e a l  Amfortas;  G i l e s  changes 

h i s  b lood s t a i n e d  t e n n i s  shoes  f o r  b l a c k  p a t e n t  l e a t h e r  

pumps b e f o r e  h e  speaks  h i s  f a t e f u l  words (156) .  

G i l e s  h a s  then ,  h i s t o r i c a l ,  m y t h i c a l  and l i t e r a r y  

s i g n i f i c a n c e .  When h e  a r r i v e s  f o r  l unch  i n  h i s  c r i c k e t e r ' s  

p l ay  c l o t h e s ,  he  q u i c k l y  e a t s  h i s  f i s h  so t h a t  no-one w a i t s  

f o r  t h e  c h e r r y  t a r t  which fo l lows .  Manresa r e c i t e s  a  c h i l d ' s  

rhyme o v e r  t h e  uneaten c h e r r y  s e e d s ,  e s t a b l i s h i n g  h e r s e l f  

as a ploughboy o r  Demeter ready  t o  walk o v e r  t h e  f e r t i l e  



e a r t h ;  B a r t ,  a t h i e f  acco rd ing  t o  h i s  seeds ,  i s  Hades, 

abduc tor  of Persephone.  Before  d e s s e r t  i s  se rved  B a r t  

c a t c h e s  a  gl impse of  a f i g u r e  i n  wh i t e  i n  t h e  garden: t h e  

s c u l l e r y  maid o r  perhaps  a ghos t .  J ane  Har r i son  t e l l s  u s  

t h a t  t h e  Greek s p r i n g  f e s t i v a l  i n c l u d e s  ceremonies f o r  

p l a c a t i n g  t h e  dead ( T  2 7 5 ) .  The f e a r  of  g h o s t s  i s  a l l a y e d  

by t h e  c e r t a i n t y  of  r e i n c a r n a t i o n .  Whether t h e  g h o s t  i s  a  

l ady  i n  wh i t e  a s  imagined by t h e  s c u l l e r y  maid, o r  t h e  sheep 

whose t h i g h  bone was dragged from t h e  l i l y  pond, makes no 

d i f f e r e n c e  t o  a  t o t e m i s t i c  people  who menta l ly  f u s e  humans 

wi th  o t h e r  c r e a t u r e s ,  a s  Lucy Swithin  does  when it t a k e s  

h e r  " f i v e  seconds i n  a c t u a l  t i m e ,  i n  mind t i m e  eve r  s o  much 

longe r "  t o  s e p a r a t e  Grace t h e  p a r l o u r  maid from a  d inosau r  

(11). The meal l e f t  by t h e  Greeks f o r  s o u l s  t o  be  r ebo rn ,  

c o n s i s t e d  of  s eeds ,  cooked b u t  n o t  e a t e n ,  t o  be  t aken  by t h e  

dead t o  t h e  ne the rwor ld ,  g iven  body, and s e n t  up f o r  h a r v e s t  

i n  t h e  f a m i l i a r  c y c l e  of  r e g e n e r a t i o n  of  t h e  e a r t h .  An 

a n c i e n t  ceremony f o r  t h e  r a i s i n g  of g h o s t s  r e q u i r e d  t h e  

s a c r i f i c e  of an an imal ,  sometimes a  sheep. 61 The cooked 

c h e r r y  s t o n e s ,  t h e  s h e e p ' s  t h i g h  bone, t h e  f l a s h  of wh i t e ,  

t h e  t a l k  of g h o s t s  are a l l  v e s t i g e s  of  " a c t u a l  time" long  

p a s t ,  b u t  a l s o  of  "mind t ime" which is ,  i n  t h e  chronologi -  

c a l  s ense ,  t i m e l e s s ,  and t h u s  p r e s e n t  a t  Po in t z  H a l l  t o  

re/mind us ,  w i th  t h e  h e l p  f o  La Trobe ' s  a r t i s t i c  v i s i o n  t h e  

pageant ,  how w e  may i n v e n t  t h e  p l o t  and speak ou r  p a r t s  f o r  

t h e  remainder of  o u r  e x i s t e n c e :  i n  "mind t ime,"  e t e r n i t y ,  



- 77 - 

Lucy Swi th in '  s "two minds" d i v e r g e  f u r t h e r ;  f l u t t e r  

away l i k e  p igeons  as she  l e a n s ,  i n  t h e  i n v i t i n g  a t t i t u d e  of 

I s h t a r  t h e  compassionate  v i r g i n  p r o s t i t u t e ,  from h e r  u p s t a i r s  

window ove r look ing  t h e  c r e s c e n t  shaped g r a v e l  driveway on 

which t h e  aud ience  assembles b e f o r e  t h e  p l a y  beg ins .  62 

The aud ience  "s t reaming"  and " sp read ing"  th rough  t h e  grounds 

of Po in t z  H a l l  r e p r e s e n t s  t h e  c l a s s  s t r a t a  o f  England, a l l  

of whom, s e r v a n t s ,  landowners, w r i t e r s ,  c l e r g y ,  ( i n s i d e r s ,  

o u t s i d e r s  and commoners i n  Woolf ' s  t e rms )  f i t  i n t o  a 

"system t h a t  d i d  n o t  s h u t  o u t , "  f o r  a l l  have something t o  

c o n t r i b u t e  and t o  l e a r n .  6 3  Again Wool f ' s  ana logy  i s  t o  t h e  

common ground o f  l i t e r a t u r e .  The aud ience  of  t h e  pageant  

t r amples  on f l o w e r s  and " b r u i s e s  a l a n e  on t h e  g r a s s "  j u s t  

a s  she  s u g g e s t s  w i l l  happen when commoners c l a i m  t h e i r  

r i g h t  t o  f a m i l i a r i t y  wi th  t h e  c l a s s i c s :  "Aeschylus,  

Shakespeare,  V i r g i l ,  and Dante...would say:  ' r e a d  m e ,  r ead  

m e  f o r  y o u r s e l v e s . '  ... Of course. . .we s h a l l  t r ample  many 

f l o w e r s  and b r u i s e  much a n c i e n t  g r a s s "  (146) .  64 

Among t h e  middle -c lass  s p e c t a t o r s  i s  Cobbet of 

Cobb's Corner ,  a c o n s e r v a t i v e  newcomer t o  t h e  community, who 

grows and n u r t u r e s  p r i z e  f lowers .  H e  i s  " n o t  an a s s e t , "  

s e l f - s u f f i c i e n t ,  a  s o l i t a r y  i n d i v i d u a l ,  a n  o b s e r v e r  of human 

behaviour  and one who i s  n o t  i n c l i n e d  t o  mingle  w i t h  t h e  

common herd.  Cobbet p r e s e r v e s  a l l  t h a t  i s  r a r e  and p e r f e c t ,  

d i s c o u r a g e s  t h e  rank growth o f  t h e  r a i n  f o r e s t .  R e t i r e d  

from t h e  h o t ,  d r y  p l a i n s  of  I n d i a ,  h i s  h a b i t  i s  t o  r a t i o n  



water ;  t o  d o l e  it o u t ,  a cco rd ing  t o  schedule ,  t o  h i s  c u l t i -  

va t ed ,  c u l t u r e d  p l a n t s .  "Cobbet had o u t  h i s  watch. Three 

hours  till seven, h e  no ted ;  t hen  water t h e  p l a n t s "  ( 7 5 ) .  

Cobbet ' s  t imepiece ,  a symbol of t h e  age  of reason ,  s e t s  him, 

a s  t h e  t a p e  measure and newspaper s e t  B a r t ,  where f a c t s  and 

f i g u r e s  g i v e  s e c u r i t y  and r e s t r i c t  imaginat ion.  H e  s i t s  

a lone  benea th  t h e  symbol ic ,  uncl imbable  monkey puzz l e  t r e e ,  

and ponders  La T r o b e ' s  motive f o r  mys t i fy ing  h e r  audience,  

f o r  encouraging them t o  c l imb h e r  t r e e .  Cobbet s i t s  benea th  

t h e  tree, f o r  he  worsh ips  a t  t h e  f o o t  of reason.  The 

g r i n n i n g  monkey f a c e  o f  Europe 's  i n t e l l e c t u a l  mas te r  p e e r s  

from t h e  p r i c k l y  b ranches  o f  t h e  genus Araucar ia ,  n a t i v e  t o  

C h i l e  and t h e  mountainous a r e a  of Peru,  over  which Candide 

was l i f t e d  by a  marve l lous  machine imagined by V o l t a i r e .  6 5  

M i s s  La Trobe, Woolf 's  comic, a r t i s t i c  gen ius ,  more than 

V o l t a i r e ,  h e r  machine, t h e  gramophone, t i c k i n g  i n  t h e  bushes ,  

can push h e r  audience  a t  l e a s t  p a r t  way t o  t h e  t o p  of t h e  

tree from where t hey  may s e e  c l e a r l y  t h e  r o u t e  t o  c o n t i n u e  

t h e i r  journey.  Cobbet d i g s  i n  h i s  garden,  does  h i s  own 

housework; he  h a s  heeded V o l t a i r e ' s  adv ice  t o  "go and work 

i n  t h e  garden ,"  b u t  a l o n g  wi th  G i l e s ,  he r e p r e s e n t s  t h e  

conven t iona l  and c a u t i o u s  mascul ine  mind; a  c h a l l e n g e  t o  

La Trobe: " she  s a w  G i l e s  O l i v e r  w i th  h i s  back t o  t h e  audience.  

Also Cobbet of Cobb's Corner. She h a d n ' t  made them see .  I t  

was a  f a i l u r e ,  a n o t h e r  damned f a i l u r e ! :  ( 7 4 )  La Trobe ' s  

. . s i n g l e  purpose i s  u n i t y .  G i l e s  and Cobbet must n o t  be  



al lowed t o  " s l i p  t h e  noose" ( 9 1 ) .  

A cobb i s  a m a l e  swan; Joseph  W r i g h t ' s  d i a l e c t  

d i c t i o n a r y ,  w e l l  known t o  V i r g i n i a  Woolf, d e f i n e s  a  cobb a s  

a  mix tu re  o f  s t r aw ,  l i m e ,  g r a v e l  and c l a y  t o  make w a l l s ;  

Cobbet i s  t h e n  connected wi th  Rupert  Haines  who I s a  imagines 

a s  a swan, and who b u i l d s  hedges r a t h e r  t h a n  w a l l s .  Y e t  

t h e r e  i s  hope f o r  Cobbet a s  an i n d i v i d u a l ,  f o r  h i s  v i s i o n ,  

a l t hough  l i m i t e d ,  i s  a  v i s i o n  of  l i f e .  La Trobe can h e l p  

him t o  grow a  more l u x u r i a n t  and c o l o u r f u l  garden i f  she 

can draw him o u t  o f  h i s  i s o l a t i o n  i n t o  t h e  c i r c l e  o f  h e r  a r t .  

Another who w i l l  b e n e f i t  from La T r o b e ' s  a r t i s t i c  

v i s ion - - the  funds  from t h e  pageant  a r e  t o  r e b u i l d  h i s  c h u r c h ' s  

" p e r p e t u a l l y  f a l l i n g  s t e e p l e w - - i s  t h e  Reverend G.W. S t r e a t -  . 

f i e l d ,  the p e r s o n i f i c a t i o n  of England ' s  Georges and Will iams,  

c i t y  s treets and r u r a l  f i e l d s  (58 ) .  S t r e a t f i e l d ,  a  

" s t r a p p i n g  clergyman," who c a r r i e s  l e a f y  h u r d l e s ,  p rops  f o r  

t h e  p l a y ,  h o l d s  moral  and r e l i g i o u s  b e l i e f s  which b r i n g  him 

c l o s e  t o  t h e  p r i m i t i v e  o r  t o t e m i s t i c  s o c i e t y  where group 

l i f e  and c o l l e c t i v e  consc iousness  c a u s e  t h e  s u f f e r i n g  o r  

p r o s p e r i t y  o f  one  member t o  a f f e c t  a l l  i n  t h e  group. 

R e l i g i o u s  p r a c t i c e s  and b e l i e f s  a r e  remnants o f  r i t u a l  and 

b e l i e f s  from a s o c i a l  s t r u c t u r e  b u r i e d  i n  a n t i q u i t y  (AR 86, \ 1 7 1 -  

I I n  Three Guineas Woolf s p e c i f i e d  r i d i c u l e  f o r  t h e  
I 

1 c l e r g y .  H e r  s c a r c e l y  t o l e r a n t  d e s c r i p t i o n  of  S t r e a t f i e l d  

focuses  on h i s  i n e p t i t u d e  wi th  language,  h i s  i n a b i l i t y  t o  



b r i n g  any new i d e a s  t o  h i s  congrega t ion .  Y e t  "one f a c t  

m i t i g a t e d  t h e  h o r r o r ;  h i s  f o r e f i n g e r  w a s  s t a i n e d  w i t h  tobacco  

ju i ce . "  Although S t r e a t f i e l d  i s  an anachronism: " a  p i e c e  

of t r a d i t i o n a l  chu rch  f u r n i t u r e ;  a  co rne r  cupboard; o r  t h e  

t o p  beam of a  g a t e ,  f a s h i o n e d  by g e n e r a t i o n s  of c a r p e n t e r s  

a f t e r  some lost-in-the-mists-of-antiquity model," he  "wasn ' t  

such a  bad f e l l ow"  ( 1 3 8 ) .  The r e p r e s e n t a t i v e  of C h r i s t  t h e  

c a r p e n t e r  i s ,  t h rough  h i s  more d i s t a n t  an t eceden t s ,  a  n a t u r a l  

man, one who, a t  La T r o b e l s  b e h e s t ,  c a r r i e s  l e a f y  hu rd l e s ;  

t o  him Themis i s  one w i t h  t h e  n a t u r a l  o r d e r  a s  she  was t o  

t h e  Greeks: he i s  r eady  t o  perform t h e  dithyramb, t h e  leap-  

i ng  dance o f  t h e  s p r i n g  c e l e b r a t i o n  o f  new b i r t h ,  t o  l e a p  

over  h i s  h u r d l e s  f o r  "goodly Themis" a s  La T r o b e l s  s p e c t a c l e  ' 

begins  ( T  535) .  

A t  t h e  c e n t r e  o f  t h e  f r o n t  row of s p e c t a t o r s  i n  t h e  

a n c i e n t  Dionysiac  t h e a t r e ,  t h e  p r i e s t  of  Dionysos s a t  

between t h e  p r i e s t  o f  Apollo t h e  Laure l  b e a r e r  and t h e  

p r i e s t  of  Olmpian Zeus 1 .  On t h e  lawn i n  f r o n t  of t h e  

t e r r a c e  a t  Po in t z  H a l l  " i n  t h e  ve ry  c e n t r e "  s i t s  M r s .  Manresa, 

e a r t h  mother and moon goddess and "Queen of t h e  F e s t i v a l , "  

f l anked  by G i l e s  t h e  g u i l e l e s s  he ro  and o l d  B a r t  who sees 

m o r a l i t y  i n  r ea son  r a t h e r  t han  i n  n a t u r e  (61, 6 2 ) .  Lucy 

Swithin ,  t h e  r e l i g i o u s  p r i n c i p l e  i t s e l f ,  a r r i v e s  l a t e  and 

t a k e s  h e r  p l a c e  n e x t  t o  h e r  b r o t h e r ;  Dodge and I s a ,  a e s t h e t e  

and a r t i s t ,  s i t  close t o g e t h e r  among t h e  d i g n i t a r i e s ;  t h e  

man i n  g rey  and h i s  w i f e ,  l a t e  because of a breakdown on t h e  



road ,  s i t  s e v e r a l  rows back; t h e y  have no p r i e s t l y  f u n c t i o n .  

A s  i n  a n c i e n t  Athens,  t h e  f r o n t  row i s  occupied  by o f f i c i a l s  

o f  t h e  s t a t e ,  t h o s e  w i t h  p r i e s t l y  a u t h o r i t y  t o  a d m i n i s t e r  

sacraments.  Among them, f i t t i n g l y ,  " look ing  f l u i d  and 

n a t u r a l "  i s  Bond t h e  cowman, t h e  on ly  c h a r a c t e r  who moves 

smoothly between an imals  and humans ( 6 0 )  . Bond i s  Hathor '  s 

p r i e s t ,  a  f i g u r e  symbolic of  t h e  heavenly cow g o d d e s s ' s  

t a s k ,  about  t o  b e g i n ,  of b ind ing  t o g e t h e r  i n t o  a  community 

t h e  w i l d l y  i ncompa t ib l e  i n d i v i d u a l s  who as a c t o r s  mimic t h e  

p a s t  y e t  l i v e  i n  t h e  p r e s e n t ,  and t h o s e  as audience  who 

watch La Trobe ' s  parade  of t h e  p a s t .  



CHAPTER THREE 

THE PAGEANT 

A l l  consc iousness  i s  a p r e s e r v a t i o n  and 
accumulat ion of  t h e  p a s t  i n  t h e  p r e s e n t  
. . . A l l  Consciousness  i s  an a n t i c i p a t i o n  
of  t h e  f u t u r e  ... Consciousness i s  above 
a l l  a hyphen, a t i e  between t h e  p a s t  and 
f u t u r e .  

Henr i  Bergson L 'Evolut ion C r e a t r i c e  1907 

The scope of  t h e  pageant  i s  v a s t ,  cove r ing  i n  2 5  

minutes  of  " a c t u a l  t ime" ,  a n c i e n t  B r i t a i n ,  and Chaucer ian 

and E l i zabe than  England. The age  of  Reason, t h e  V i c t o r i a n  

e r a ,  p r e s e n t  t i m e  1939, and two i n t e r v a l s  occupy ano the r  

hour and a h a l f .  The amateur a c t o r s  f o r g e t  t h e i r  l i n e s ;  

t h e  s c r i p t  i s  "skimble-skamble s t u f f " ;  t h e  programme, 

w r i t t e n  on " b l u r r e d  carbon paper" ,  is a s  d i f f i c u l t  t o  under- 

s t and  a s  t h e  mys te r ious  message p u z z l i n g  Cobbet and 

S t r e a t f i e l d  ( 7 2 ) .  V i r g i n i a  Woolf 's survey of  England ' s  

p a s t  i s  less c u r s o r y  than  it is  commodious. The b r i e f ,  

broken up s c e n e s  c a r r y ,  l i k e  t h e  rest of t h e  nove l ,  m u l t i p l e  

r e f e r e n c e s ,  sometimes humourous, sometimes savage ly  i r o n i c ,  

t o  Eng l i sh  h i s t o r y ,  l i t e r a t u r e ,  and myths from a n c i e n t  

c u l t u r e s  which can make us ,  caught  unprepared,  see c l e a r l y  

ou r  mi r ro red  s e l v e s .  



L i t t l e  England of  t h e  p ro logue ,  P h y l l i s  Jones ,  i s  

e tymolog ica l ly  a k i n  t o  Phi lomela ,  t h e  n i g h t i n g a l e  and 

r av i shed  sister of  Procne t h e  swallow, one of  Lucy S w i t h i n ' s  

roles. Isis,  a p a r t  p layed  by Lucy and by I s a ,  who tu rned  

h e r s e l f  i n t o  a swallow t o  s e a r c h  f o r  t h e  body of O s i r i s ,  

k i l l e d  by S e t ,  t h e  r u l e r  of  t h e  d e s e r t  and husband of  Is is '  

sister Nephthys, meaning End o r  V i c t o r y ,  was cons ide red  t o  

be  a t  t h e  extreme edge of t h e  d e s e r t ,  seldom touched by t h e  

f e r t i l e  w a t e r s  of  t h e  N i l e .  B a r t  wonders how h i s  s i s t e r  

could have borne c h i l d r e n ;  I s is  never  found t h e  p h a l l u s  of 

O s i r i s  a f t e r  S e t  t o r e  him i n t o  f o u r t e e n  p i e c e s .  1 

O s i r i s  w a s  r eborn  wi thou t  t h e  means o f  p r o c r e a t i o n ;  Woolf 

i s  concerned f o r  t h e  r a p e  and f u t u r e  s t e r i l i t y  of England, 

and o f  Eng l i sh  l i t e r a t u r e .  The a i r  o f  doom i s  emphasised 

by t h e  a r r i v a l  o f  t h e  man i n  g r e y  and h i s  wife:  Death and 

Nemesis canno t  b e  long  p u t  o f f  by a r u s e ,  even a breakdown 

on t h e  road  ( 6 3 ) .  

About 1897, V i r g i n i a  Woolf r e a d  Hak luy t ' s  Voyages, 

and dec ided  t o  model h e r s e l f  on t h e  E l i z a b e t h a n s .  Twenty 

y e a r s  l a t e r  h e r  en thus iasm f o r  t h e  age  w a s  undiminished.  
2 

The pro logue  t o  t h e  pageant ,  spoken by a c h i l d i s h  England, 

is  fo l lowed by scenes  of  an England,  powerfu l ,  a lmos t  

i n v i n c i b l e  under E l i z a b e t h  t h e  F i r s t .  Wool f ' s  admira t ion  

f o r  t h e  E l i zabe thans  i s  r e f l e c t e d  i n  h e r  c h a r a c t e r  E l i z a  

Clark from t h e  v i l l a g e  shop: "eminent ,  dominant,"  she  glows 

k 

b with  t h e  s t r e n g t h  and v igour  o f  t h e  golden age. H e r  phys i ca l  



P s t r e n g t h ,  as  w e l l  as t h e  soapbox, p u t s  h e r  above t h e  

bearded men she  r u l e s ;  h e r  loud v o i c e  e n s u r e s  t h a t  h e r  

words c a n n o t  be  blown away on t h e  b r e e z e ,  o r  l o s t  amid 

a l u g h t e r  and app lause .  But t h e  t w e n t i e t h  c e n t u r y  E l i z a  

f o r g e t s  t h e  words of t h e  f i r s t  E l i z a b e t h .  G i l e s ,  t h e  g u i l e -  

l e s s  f o o l ,  speaks ,  t o  t h e  same t u n e  a s  E l i z a ,  t h e  words o f  

Lear gone mad: " I  f e a r  I am n o t  i n  my p e r f e c t  mind. w 3  He 

i n  t u r n  f o r g e t s  t h e  words of E l i z a b e t h ' s  p o e t ,  and A l b e r t  

t h e  v i l l a g e  i d i o t  c h e e r f u l l y  and c o n f i d e n t l y  t a k e s  t h e  s t a g e .  

A l b e r t ,  i n  t h e  t r a d i t i o n  of  Shakespea re ' s  clowns 

- 
and j e s t e r s ,  (Wil l iam Dodge comments t h a t  h e  i s  i n  t h e  

t r a d i t i o n )  seems t o  be  a  c a t a l y s t  and a  s capegoa t  f o r  t h e  

- o t h e r  c h a r a c t e r s  ( 8 3 ) .  L e a r ' s  f o o l  compla ins  t h a t  he i s  

whipped f o r  t e l l i n g  t h e  t r u t h ,  f o r  l y i n g ,  and sometimes f o r  

keeping cpiet.  Na tu ra l  i n  h i s  p a r t ,  A l b e r t  needs  no d re s -  

s i n g  up f o r  "mopping and mowing" ( 6 6 ) .  Woolf r e f e r s  h e r e  

t o  Shakespea re ' s  E d g a r - a s  poor Tom, supposedly h o s t  t o  t h e  

f i e n d  F l i b b e r t i g i b b e t  of  mopping and mowing, t h e  posses so r  

of chambermaids and wa i t i ng  women.5 A l b e r t  c a u s e s  g r e a t  

d i s comfor t  among t h e  v i l l a g e r s .  H e  may do "something dread- 

f u l , "  f o r  h e  i s  a  p r i m i t i v e  t r i c k s t e r  f i g u r e ,  c h i l d l i k e  and 

u n i n h i b i t e d .  Y e t  because h i s  behaviour  i s  i n s t i n c t i v e ,  he  

r e f l e c t s  t h e  hidden u r g e s  o f  g e n t e e l  M r s .  E lmhurs t ,  who 

cove r s  h e r  e y e s  r a t h e r  than  r i s k  s e e i n g  t h a t  which u n i t e s  

h e r  w i t h  chambermaids and wi th  t h e  i d i o t  ( 6 7 ) .  

The p l o t  o f  t h e  n e x t  scene,  p l ayed  i n  f r o n t  of Queen 



E l i z a b e t h  who i s  r e a l l y  E l i z a  C la rk ,  i s  one of  l o s s  and 

d i scove ry ,  o f  o l d  age  making way f o r  younger l i f e .  The 

d e t a i l s  a r e  n o t  c l e a r  even th rough  M r s .  Winthrop's  l o r g n e t t e s ;  

t h e  a c t o r s  a r e  d i f f i c u l t  t o  h e a r ;  t h e  p l o t  m a t t e r s  l i t t l e .  

I f  it  b e g e t s  emotion,  t h a t  i s  enough: " A l l  e l s e  was ve rb i age ,  

r e p e t i t i o n , "  s a y s  I s a  ( 7 0 ) .  Aged E l sbe th  ( a  form of  

E l i z a b e t h  and I s a b e l l a )  s i c k e n s  and d i e s ,  making way f o r  

h e r  c h i l d  t h e  young P r i n c e ,  p layed  by A l b e r t  ~ e r r y - - p r i m i t i v e  

and Bacchanalian--and S y l v i a  Edwards p l a y i n g  a Duke's daugh- 
/ 

t e r  who had been l o s t  i n  a cave.  S i l v i a ,  mother o f  Romulus, 

gave b i r t h  i n  a  cave ,  and concea led  h e r  c h i l d  i n  a  b a s k e t  

among rushes  t o  save  him f r o m ' t h e  wrath  of h e r  u n c l e  who 

wished him k i l l e d m 6  E l s b e t h  a s k s  f o r g i v e n e s s  from Mary i n  

heaven f o r  n o t  s l a y i n g  h e r  c h i l d .  The " s i n "  of  p r e s e r v i n g  

l i f e  i s  an i r o n i c  c r i t i c i s m  of  t h e  v i o l e n c e  p e r p e t r a t e d  by 

t h e  church.  The church  i s  r e p r e s e n t e d  i n  t h e  scene,  by an 

i n e p t  p r i e s t  whose c o t t o n  wool moustache makes h i s  words 

imposs ib le  t o  unders tand .  

Woolf melds " a c t u a l  t ime" and "mind time" i n  E l sbe th  

t h e  Crone--Rronos, r e i n c a r n a t i o n ,  and Chronos, time--played 

by M r s .  O t t e r  o f  t h e  End House (T 496) .  The o t t e r  i s  an 

amphibious b e a s t ,  who l i v e s ,  l i k e  Isis' sister Nephthys, 

a t  t h e  w a t e r ' s  edge. I s a  i d e n t i f i e s  w i t h  t h e  wi thered  

E l s b e t h  by more t h a n  h e r  name: " ' T h e r e ' s  l i t t l e  blood i n  

my a r m '  I s a b e l l a  r epea t ed"  ( 6 9 ) .  I f  she  g i v e s  a l l e g i a n c e  t o  

t h e  d e s e r t  r u l e r ,  she  may have t o  remain,  l i k e  t h e  o t t e r ,  



c l o s e  t o  t h e  s o u r c e  of f e r t i l i t y ,  l ong ing  f o r  m o i s t u r e  t o  

f r e e  h e r  emotions  and t o  keep a l i v e  h e r  c r e a t i v i t y .  On 

t h e  t e r r a c e  a f t e r  lunch  she  f e l t  " a d e s i r e  f o r  wate r .  ' A  

beaker of  c o l d  w a t e r ,  a  beaker  of  c o l d  w a t e r ' ,  s he  r epea t ed  

and saw wa te r  surrounded by w a l l s  of  s h i n i n g  g l a s s "  ( 5 2 ) .  

But it i s  d i f f i c u l t  t o  remain c o n s t a n t l y  a l e r t .  She may, 

through s h e e r  wea r ines s ,  be  co-opted; " b l u n t  arrows b r u i s e d  

her ; "  s h e  canno t  e a s i l y  d i s t i n g u i s h  between l o v e  and h a t e ,  

a t t r a c t i o n  and r e v u l s i o n  ( 5 2 ) .  Apo l lo ' s  b l u n t  a r rows  were 

t ipped  w i t h  l e a d ,  and des igned  t o  r e p e l  love .7  So f o r  I s a ,  

d e s i r e  f o r  l i f e  " p e t e r e d  o u t ,  suppressed  by t h e  l eaden  du ty  

she owed t o  o t h e r s "  ( 5 3 ) .  E l sbe th  f a l l s  dead,  and becomes 

"she  t o  whom a l l ' s  one now, summer o r  w i n t e r , "  r e c a l l i n g  

t h e  p e a c e f u l ,  g r e y  p l a i n  o f  dea th ;  t h e  underworld where 

dwell  t h e  shades ,  t h e i r  p e r s o n a l i t i e s  d u l l e d  and obscured 

( 7 0 ) .  

I s a  c o n t i n u e s ,  i n  t h e  f i r s t  i n t e r v a l ,  a s  t h e  barn  

f i l l s  w i t h  peop le ,  t o  remind u s  of  t h e  agon i s ing  t a s k  of  

communication, and o f  t h e  i s o l a t i o n  of t h e  a r t i s t  who works 

a lone  i n  t h e  d r y ,  u n i n s p i r a t i o n a l  atmosphere o f  middle- 

c l a s s  England ( 7 8 ) .  The cook, T r i x i e ,  M r s .  Sands,  a " t h i n ,  

ac id ,  woman, r ed -ha i r ed ,  s h a r p  and c l e a n ,  who never  dashed 

o f f  m a s t e r p i e c e s , "  f a i l s  t o  n o t i c e  t h e  teeming animal  and 

i n s e c t  l i f e  i n  t h e  barn  Woolf i r o n i c a l l y  d e s c r i b e s  as  "empty" 

(28, 7 6 ) .  Eyes expand and narrow i n  t h e  semi-darkness; t h e  

eyes o f  t h e  Egypt ian  c a t  god B a s t e t ,  denoted  the moon's 



waxing and waningi8 t h e  eyes  of  t h e  myriad l i f e  i n  t h e  barn  

a l s o  r e f l e c t  t h e  phases  o f  t h e  moon. Dry M r s .  Sands con- 

s e r v e s  h e r  emotions e x c l u s i v e l y  f o r  t h e  worship  of  c a t s .  

H e r  r e d  h a i r  i s  t r e a t e d  w i t h  henna from t h e  Egypt ian p r i v e t ,  

a  hedge which keeps  h e r  from t h e  f e r t i l e  r i v e r  water .  Her 

nickname T r i x i e  does  n o t  s u i t  h e r ,  f o r  it i s  d e r i v e d  from 

t h e  ending o f  feminine a g e n t  nouns such a s  i m p e r a t r i x .  She 

i s  a  s e r v a n t  who fo l lows  o r d e r s ,  and can  never  i n i t i a t e  

a c t i o n  o r  be  o r i g i n a l .  U n t i l  t h e  d i s p a r a t e  u n i t e ,  and 

l i t e r a t u r e  comes from t h e  anonymous, common v o i c e ,  she  w i l l  

n eve r ,  u n l i k e  La Trobe, s e e t h e  and s i m m e r  t h e  b r o t h  of 

r e g e n e r a t i o n  i n  h e r  cooking p o t s ;  w i l l  never  "dash o f f  

mas te rp ieces . "  

The d r e a d f u l  n a t u r e  of  t h e  work women must do t o  

de fy  t h e  d e s e r t  r u l e r s ,  i s  emphasised by Woolf th rough  

c o n t r a s t i n g  t h e  b r i t t l e ,  d i s t u r b i n g  sounds of modern l i f e  

wi th  t hough t s  of  t h e  peace d e a t h  can o f f e r :  union wi th  d e a t h  

could  be  p r e f e r a b l e  t o  t h e  a l i e n a t i o n  I s a  f e e l s  l i s t e n i n g  

t o  t h e  meaningless  c l a t t e r  of c h i n a  and c h a t t e r  of  v o i c e s  

which become, i n  h e r  imagina t ion ,  " c h i n a  f a c e s  g l azed  and 

hard"  ( 7 8 ) .  A f t e r  d e a t h ,  wate r  would n o t  i n s p i r e ,  b u t  cover  

and s i l e n c e  f o r e v e r .  However, I s a ' s  o f f e r i n g  of  a p i n  

dropped i n t o  t h e  wish ing  w e l l  i s  n o t  an e f f e c t i v e  s a c r i f i c e ,  

f o r  a  w e l l  h a s  no u s e  f o r  p i n s .  To make c o n t a c t  w i th  t h e  

gods you must e s t a b l i s h  a t h r e a d  o f  communication l i k e  

M r s .  Manresa ' s  t h r e a d  of  s e n s a t i o n ,  o r  you must open your- 



s e l f  up somehow t o  t h e  s p i r i t  o r  mana o f  t h e  gods. J ane  

Har r i son  w r i t e s  of  t h e  sweat  lodge of  t h e  Algonquin Ind ians :  

sometimes t h e  I n d i a n s  would s l i t  t h e i r  s k i n s  w i t h  kn ives  

t o  a l l o w  f r e e  pas sage  o f  t h e  manitou. Wool f l s  s w e a t  lodge 

i s  t h e  greenhouse:  a  t i g h t l y  c l o s e d  ( t h e  door  must be k icked  

open) humid p l a c e  where Dodge and Manresa a r e  t aken  by I s a  

and G i l e s  t o  abso rb  t h e  mo i s tu re  t h a t  w i l l  " d r i v e  o u t  

eve ry th ing  t h a t  i n f l i c t s  pa in"  ( T  1 3 8 ) .  The o t t e r  must 

s l i p  i n t o  t h e  r i v e r  t o  remain a l i v e ;  human s e x u a l ,  a r t i s t i c ,  

n u r t u r i n g  and c i v i l i s i n g  q u a l i t i e s  need s t r o n g  d r a u g h t s  

o f  mana t o  resist  t h e  d e a t h  t r a p s  s e t  by church,  s t a t e  and 

m i l i t a r y .  L a  Trobe t h e  a r t i s t  knows t h i s :  "Every c e l l  i n  

h e r  body was abso rben t "  (111). I s a  opens h e r  body t o  

s p i r i t u a l  i n / f l u e n c e  by miming plunging a  k n i f e  i n t o  h e r  

b r e a s t  a s  s h e  s t a n d s  b e f o r e  t h e  f i g  t r e e ,  symbolic of  home 

and s a f e t y ,  and t h e  hydrangea,  meaning wate r  v e s s e l .  She 

hands Dodge a geranium, named f o r  t h e  c r a n e  who b r i n g s  t h e  

s i g n  f o r  r a i n  and f o r  p loughing,  a s  t hey  s i t  t o g e t h e r  

benea th  t h e  v i n e ,  s a c r e d  t o  Dionysus and t o  O s i r i s .  

Dodge and Isa contempla te  t h e  shadow of d e a t h  on 

t h e i r  f u t u r e :  a c l e a r  p a t t e r n  h a s  y e t  t o  emerge from t h e  

c r i s s - c r o s s  l i n e s  i n  t h e  v i n e  l e a f .  Through t h e  now open 

door of  t h e  greenhouse,  t hey  hea r  t h r e e  n o t e s ,  A.B.C. 

"Someone w a s  p r a c t i s i n g  s c a l e s . "  The n o t e s  become f i r s t  

C.A.T. ,  and t h e n  " c a t "  ( 8 0 ) .  The sounds A.B.C. become 

musical  symbols which become, i n  t h e  minds of Isa  and 



Dodge, t h e  le t ters  C.A.T. T does  n o t  e x i s t  i n  t h e  muscia l  

s c a l e ,  s o  t h e  human c a p a c i t y  f o r  symbol ic  thought  t r ans fo rms  

t h e  sounds i n t o  t h e  image of  an animal .  S i m i l a r l y  t h e  

sounds of  t h e  s c a l e  become D.O.G. and then  "dog" i n  t h e  

minds of Lucy and B a r t  ( 8 7 ) .  The images a r e  t h o s e  of Thoth 

t h e  dog-faced Egyptian god of  t h e  moon, speech and t h e  

s c i e n c e s ,  and of B a s t e t  t h e  c a t ,  a l s o  s a c r e d  t o  t h e  moon. 9 

The words c a t  and dog a r e  r e p l a c e d  by n u r s e r y  rhymes 

spoken by an anonymous v o i c e  t o  a "s imple"  tune ;  a t une  

which seems t o  soo the  and t o  calm t h e  l i s t e n e r s ,  g i v i n g  

Dodge and I s a  i n s p i r a t i o n  t o  speak p l a i n l y  t o  each o t h e r ,  

and B a r t  and Lucy and equanimity  t o  f a c e  t h e i r  f u t u r e  wi th  

d i g n i t y .  

M i s s  La Trobe f r a n t i c a l l y  s i g n a l s  t h e  " s c r a p s  and 

f ragments"  of t h e  audience  back t o  t h e i r  s e a t s ,  r e c a l l i n g  

Isis '  d e s p e r a t e  e f f o r t s  t o  u n i t e  t h e  p i e c e s  of O s i r i s '  

body. A v o i c e  a s k s  t h e  o r i g i n  o f  R a b e l a i s '  exp re s s ion  

"with  a f l e a  i n  h i s  e a r , "  s u g g e s t i n g  t h e  p o s s i b i l i t y  of 

s a t i r e  and c o a r s e  humour, as  Mabel Hopkins, t h e  Age of 

Reason i n  person,  f a c e s  t h e  aud ience  ( 9 1 ) .  10 

The age o f  r ea son  and en l igh tenmen t  can  b e  symboli- 

c a l l y  r e p r e s e n t e d  by a watch o r  a watchmaker: t h e  i n t r i c a t e ,  

l o g i c a l  and r e l i a b l e  mechanism of  i r r e v e r s i b l e  t i m e ,  o r d e r s  

and g i v e s  meaning and purpose  t o  l i f e  by d i v i d i n g  it n e a t l y  



i n t o  p e r i o d s  o f  v a r i o u s  lengths--days ,  hours ,  minutes--and 

g i v e s  t h e  impres s ion  t h a t  l i f e  i s  c o n t r o l l a b l e ;  a c t i v i t i e s  

may be  synchron i sed ,  and t h e  occur rence  of c e r t a i n  e v e n t s  

p r e d i c t e d  by hav ing  f a i t h  i n  c lock  t ime ,  t h a t  i s  i n  reason  

o r  l o g i c .  E x t e n s i o n s  of  r ea son  a r e  o r d e r ,  l a w  and mora l i t y .  

V i r g i n i a  Woolf opens  avenues f o r  u s  t o  e x p l o r e  p o s s i b l e  

changes w e  c o u l d  make i n  t h e  f lawed systems by which most 

people ,  c a l l i n g  it c i v i l i s a t i o n ,  c o n s i d e r  t h e y  l i v e .  She 

i n t r o d u c e s  t h r e e  s cenes  o f  ou t r ageous  parody o f  R e s t o r a t i o n  

comedy i n  t h e  t r a d i t i o n  o f  Goldsmith and Sher idan  by s e t t i n g  

o u t  a s  a  s o r t  o f  logogram of t h e  peace and p r o s p e r i t y  common 

t o  t h e  e i g h t e e n t h  and n i n e t e e n t h  c e n t u r i e s ,  a c h i n a  t e a  

s e r v i c e .  

L a  Trobe,  as Lucy Swithin  remarks,  i s  a b l e ,  l i k e  

Racine, w i t h  a  s i n g l e  o b j e c t  t o  i n d i c a t e  t h e  p l o t ,  and t o  

concern h e r s e l f  w i t h  c o m p l e x i t i e s  of c h a r a c t e r s  (104) .  She 

p a i n t s ,  i n  words,  a p i c t u r e  of an age  when t h e  a r t s  f lowered 

a s  t hey  o n l y  c a n  i n  t i m e  of  peace.  But England 's  p r o s p e r i t y ,  

and t h e  power which d i scouraged  a t t a c k e r s ,  came from r i c h e s  

e x t o r t e d  from remote  p l a c e s  th rough  t h e  e x p l o i t a t i o n  of 

unknown people .  The theme o f  t h e  e i g h t e e n t h  c e n t u r y  p l ay  

may be r e a d  as r e g e n e r a t i o n .  Woolf u s e s  t h e  Ant ipodes ,  a s  

she  u s e s  A u s t r a l i a ,  as a metaphor f o r  t h e  underworld,  t h e  

world a g a i n s t  o r  benea th  o u r  f e e t .  The r o l e  of t h e  under- 

world is  t o  restore l i f e  t o  t h e  upper e a r t h .  A b i t t e r  

i rony  g i v e s  n a t u r e ' s  ca rnucap ia  t o  carnxnerce: " i n  d i s t a n t  



mines t h e  savage sweats ;"  and "Time, l e a n i n g  on h i s  s i c k l e  

s t a n d s  amazed" ( 9 2 ) .  The scenes  are s p r i n k l e d  wi th  o b l i q u e  

r e f e r e n c e s  t o  mining, t o  " d i f f e r e n t  o r e s , "  and t o  t h e  

i n d u s t r i a l i s m  which al lowed t h e  accumulat ion o f  g r e a t  wea l th ,  

a n d t h e  r i s e  of  a r t  and l i t e r a t u r e ,  wh i l e  it suppressed t h e  

v o i c e s  o f  the poor and t h e  uneducated.  A l a r g e  c lock  c o n t r o l s  

t h e  a c t i o n  i n  t h e  second scene and t h e  d i s c u s s i o n  i n  t h e  

t h i r d .  The d i s t i n c t i o n  between r e s t r i c t i v e  c lock  t ime and 

t i m e  a s  an emotional  moment bo th  i n s t a n t  and e t e r n a l  i s  

f o r  the purpose o f  t h e  scene ,  t h e  d i s t i n c t i o n  between t h e  

a t t i t u d e s  of t h e  o l d  man and woman t o  whom money i s  more 

impor tan t  t han  f e e l i n g s ,  who have "passed  t h e  mer id ian ,"  

whose t ime i s  running o u t ,  and t h e  h e e d l e s s  d i s r e g a r d  f o r  

t i r e some  r e g u l a t i o n s  o f  t h e  younger p a i r  who h a s t e n  t o  

Gretna Green where one assumes they  w i l l  conce ive  new l i f e .  

Woolf 's  mytholog ica l  r e f e r e n c e s  hark back t o  t h e  e a s t e r n  

r e l i g i o n s  t o  which many of  t h e  Greek gods owe t h e i r  g e n e s i s  

(106) .  

M r s .  O t t e r  of t h e  End House appea r s  aga in ,  "wonder- 

f u l l y  made up" a s  Lady Harpy Harraden, Asphodi l la  o r  Sue. 

This  t i m e  t h e  c h i l d  saved from d e a t h  i s  h e r  n i e c e  F lav inda ,  

a  "green  g i r l "  whose name comes from t h e  L a t i n  f l a v i n ,  

a  ye l low dye. F l av inda ,  " c a s t  up i n  a l o b s t e r  p o t  covered 

w i t h  seaweed," i s  r emin i scen t  of Aphrodi te ,  supposedly born 

from t h e  s e a ,  b u t  o r i g i n a l l y  an o r i e n t a l  goddess i d e n t i f i e d  

wi th  I s h t a r .  l1 M i l l i e  Loder ( a  l o d e  i s  a v e i n  of  o r e )  p l a y s  
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Flav inda ,  u n i t i n g  n a t u r e  and technology.  S i r  S p a n i e l  

L i l y l i v e r ,  a cowardly  dog, i s  a comic r e l a t i v e  

dog-faced Egypt ian  p e r s o n i f i c a t i o n  of  t h e  w i l l  

t h e  tongue t h e  power of  speech.  l2 H e  " r a t t l e s  

a s  a gambler r a t t l e s  d i c e  i n  a box" (94,  9 5 ) .  

o f  Thoth t h e  

t h a t  g i v e s  

h i s  tongue 

L i l y l i v e r  i s  

a f r a i d  of  poe t ry :  " 0  done wi th  rhymes. Rhymes are s t i l l - a -  

bed. L e t ' s  speak  p rose"  ( 9 5 ) .  H i s  a t t r i b u t e s  a r e  t h o s e  of 

t h e  c lub - foo ted  Greek god of  f i r e ,  mining and me ta l lu rgy ,  

Hephaestus,  a l s o  an e a s t e r n  d e i t y ,  t o  whom Aphrodi te  was 

marr ied and f r e q u e n t l y  u n f a i t h f u l .  S i r  S p a n i e l  l imps;  h i s  

gouty f o o t  f e e l s  l i k e  one of  t h e  bu rn ing  ho r se shoes  

Hephaestus f o r g e s  i n  h i s  smithy. H i s  r i v a l  i s  V a l e n t i n e ,  

f i g u r a t i v e l y  a rhyme i n  p r a i s e  of romant ic  love ;  Va len t ine ,  

F l a v i n d a ' s  l o v e r ,  c o n c e a l s  h imself  i n  t h e  c l o c k ,  t h e r e b y  

becoming " t h e  e n t r a i l s  of  a t imep iece , "  and by s t o p p i n g  t h e  

c lock ,  s u c c e s s f u l l y  ex t end ing  t h e  t i m e  which i s  running  o u t  

f o r  t h e  o l d e r  c o u p l e  (106) .  W e  a r e  reminded of  t h e  l i t e r a r y  

continuum, t h e  " t h r e a d  of  l i f e "  by which Isa and G i l e s  

"cont inue"  B a r t  and Lucy. Lady Harpy, v a r i o u s l y  d e s c r i b e d  

by S i r  S p a n i e l  as Aphrodi te ,  Aurora B o r e a l i s  and t h e  Sun 

i s  more a c c u r a t e l y  a " s c r i t c h  owl, w i t c h  and vampire";  

e p i t h e t s  less i n s u l t i n g  than  they  seem (107) .  

I n  - ~ y n / e c o l o g y ,  Mary Daly p o i n t s  o u t  t h a t  w i t c h e s  

w e r e  a knowledgeable,  e l i t e  c r o s s - s e c t i o n  of t h e  female  

popu la t ion ,  and t h a t  t h e  v a m p i r i s t i c  

c h a l  r e l i g i o n  r e v e r s e d ,  i n  t h e  blood 

r i t u a l s  of t h e  p a t r i a r -  

f i l l e d  c h a l i c e ,  t h e  



o r i g i n a l  c r e a t i v e  f u n c t i o n  a s s o c i a t e d  w i t h  t h e  cau ldron  of  

t h e  p r i e s t e s s  and l a t e r  t h e  wi tch .  l3 When sir s p a n i e l  s ays  

"Pah! s h e  s t i n k s "  he h a s  n o t i c e d  t h e  c h a r a c t e r i s t i c  s t ench  

of  h a r p i e s ,  t h e  mythic winged female  scavengers  and a g e n t s  

of  t h e  goddess Nemesis ( 9 9 ) .  Lady Harpy p r e f e r s  t o  c a l l  

h e r s e l f  Asphodi l la ,  r e f e r r i n g  t o  t h e  f lower  of d e a t h  growing 

on t h e  p l a i n s  of Asphodel, and t o  t h e  d a f f o d i l ,  t h e  green and 

yel low f lower  of  sp r ing .  She i s  a  l i f e  g i v e r .  Not only  does 

she n u r t u r e  t h e  green and ye l low g i r l  who w i l l  t a k e  h e r  

p l a c e  i n  n a t u r e ,  b u t  she  p a s s e s  on h e r  s k i l l s  t o  Deb he r  

maid, s i g n i f i c a n t l y ,  someone unknown t o  t h e  audience.  A s  

harpy,  Asphodi l la  sna t ches  F l av inda  from t h e  s e a ,  and 

Sna tches  Deb from t h e  hedge, s av ing  bo th  from dea th .  Deb t o o  

i s  a  scavenger .  Of a p p l e  p a r i n g s  and c r u s t s  from t h e  t a b l e ,  

and of w r i t i n g  s k i l l s  a t  h e r  m i s t r e s s '  e s c r i t o i r e .  The 

message she  l e a v e s  a s  she  e s c a p e s  s e r v i t u d e  f o r  freedom, 

r eads ,  "What c a r e  I f o r  your goose - f ea the r  bed? I ' m  o f f  w i t h  

t h e  r a g g l e - t a g g l e  g i p s i e s  O!" ( 108 ) .  On February 2 1 ,  1937, 

when V i r g i n i a  Woolf was caught  up i n  t h e  work of Three 

Guineas, she  wrote  i n  h e r  d i a r y ,  "Today t h e  r ev i ewer s  

have t h e i r  t e e t h  f i x e d  i n  me; b u t  what c a r e  I f o r  a goose- 

f e a t h e r  bed e t c .  " I 4  Deb r e p r e s e n t s  t h e  lower c l a s s e s ,  t h e  

women inu red  t o  ha rdsh ip  and t o  c r i t i c i s m  who w i l l  add 

t h e i r  p r e v i o u s l y  unknown v o i c e s  t o  t h e  common v o i c e s  of 

l i t e r a t u r e ,  i n j e c t i n g  new l i f e  and w r i t i n g  new p l o t s .  Lady 

Harpy i s  n o t  unduly d i s t r e s s e d  by h e r  s o l i t u d e ,  " s a n s  n i ece ,  



sans  l o v e r ;  and s a n s  maid" (109). Woolf' s parody i s  n o t  

a s  p e s s i m i s t i c  o r  f i n a l  as Shakespeare ' s  " s a n s  eve ry th ing .  I1 1 5  

The "green g i r l "  canno t  j o i n  w i t h  t h e  gouty o l d  man, o r  

t h e r e  w i l l  b e  no l i f e ;  t h e  s e r v a n t ,  u n l i k e  M r s .  Sands of 

t h e  d e s e r t  w i l l  "go ove r  t h e  h i l l "  t o  become independent ;  

t o  become equa l ;  and t o  s t a n d  wi th  no hedge b a r r i n g  h e r  from 

anyone, on t h e  common ground. Asphodi l la  knows she  has  

passed t h e  mer id ian ;  t h e  "game i s  over"  when you a r e  o l d ,  

b u t  Nemesis can b e  d e f i e d  more e f f e c t i v e l y ,  t o l d  t o  keep 

h e r  g o o s e f e a t h e r s  t o  h e r s e l f ,  i f  t h e  w i l l  t o  change what 

some s e e  a s  d e s t i n y  i s  a  c o l l e c t i v e  one. Aunt, n i e c e ,  

l o v e r s  and s e r v a n t s  a r e  a l l  e lements  i n  Woolf 's  grand des ign  

f o r  r e g e n e r a t i o n .  

The e l emen ta l  s p i r i t  of b i r t h  has  t hen  many names; 

Dionysos roamed t h e  world of  t h e  a n c i e n t s  under many t i t l e s  

be fo re  he  came t o  Greece a s  t h e  god of  wine. P l a i n  Sue and 

Bro ther  Bob, c h i l d r e n  of an o l d  f a sh ioned  f a t h e r  who d i s l i k e d  

f o r e i g n  and f ancy  names, show t r a c e s  of t h e  god of  an o l d e r  

d r i n k  than  wine, t h e  c rude  c e r e a l  i n t o x i c a n t  of  Thrace and 

Egypt where Bromios and Sabaz ios  were worshipped a s  gods 

of  music and b e e r .  Sue f l i r t s  a f a n  t h a t  might be  t h e  

winnowing f a n  of t h e  c e r e a l  god; Susan i s  a common Engl i sh  

name f o r  t h e  h a r e ,  symbol of p r e c r e a t i o n  and t h e  moon; Bob 

was "emperor of  t h e  I n d i e s , "  conquered by Dionysos i n  h i s  

e a s t e r n  t r a v e l s .  l6 Woolf puns ou t r ageous ly  on 'Brother  

Bob's WiXl." The w i l f u l  young women de fy  t h e  will of t h e  



a n c i e n t  s p i r i t  of r e b i r t h  by choos ing  t h e i r  own way; a way 

which w i l l  r e s u l t  i n  a renewed language:  a language of t h e  

people  which w i l l  exp re s s  b e t t e r  t h a n  t h e  " s h i l l i n g  shockers"  

l e f t  by t r a v e l l e r s  i n  t h e  l i b r a r y  a t  P o i n t z  H a l l ,  ( ha rd ly  

worth a "bob" ) ,  b e t t e r  t han  I s a ' s  s t r u g g l i n g  p o e t r y ,  t h e  

t r u e  f e e l i n g s  evoked by l i f e :  l i f e  t h r e a t e n e d  i n  t h e  eigh- 

t e e n t h  c e n t u r y  by mining and growing i n d u s t r i a l i s m ;  i n  

Woolf 's  day by t h e  aerop lane ;  i n  o u r s  by n u c l e a r  powered 

m i s s i l e s  ( 1 3 ) .  

Halfway through t h e  p l a y ,  t h e  u n f a m i l i a r  and d i s t u r b -  

i ng  s t a g e  i l l u s i o n  i s  c o n t r a s t e d  w i t h  a f e e l i n g ,  i r o n i c a l l y  

evoked i n  t h e  minds of  t h e  audience ,  o f  p e r f e c t  o r d e r  and 

t r u t h .  Wat t h e  symbolic h a r e  r u n s  h e r  c o u r s e s ;  an evergreen 

t r e e  and a c lock  s e t  a t  t h r e e  minu te s  t o  seven ( t h e  number 

of p e r f e c t  o r d e r )  sugges t  t h e  harmony o f  n a t u r e  and reason  

(100) .  N a t u r e ' s  "green  g i r l "  embraces h e r  romant ic  l o v e r  

and t h e  " e n t r a i l s  of  a t imepiece"  j u s t  a s  t h e  c lock  s t r i k e s  - 
n ine  ( t h e  symbol of t h r e e  wor lds  a b o u t  t o  u n i t e ) .  M i s s  

La Trobe "glowed wi th  g lo ry"  a s  an  u n i d e n t i f i e d  v o i c e  

s u p p l i e s  p e r s p e c t i v e  with:  " , ' A l l  t h a t  f u s s  about  nothing. 1 J -7  

The audience  h a s  seen and unders tood  t h e  s i m p l i c i t y  and t h e  

beauty of  a u n i t e d  world formed th rough  t h e  embrace of 

technology and n a t u r e  wi th  r ea son  and love .  For a moment, 

a s  she  e x h o r t s  h e r  a c t o r s  t o  r a i s e  t h e i r  v o i c e s ,  L a  Trobe 

becomes t h e  god of  speech: " s h e  barked:  'Louder! Louder!'" 

For words, t h e  i n s t rumen t s  of  t r u t h  c a n n o t  be  hea rd  from 



t h e  chorus .  The pr imeval  v o i c e s  of  t h e  cows i n  t h e  f i e l d  

t a k e  up t h e  a r t i s t i c  burden i n  a  co -ope ra t ive  g e s t u r e ,  which 

s t r e n g t h e n s  t h e  a u d i e n c e ' s  p e r c e p t i o n  of u n i t y  (102-104). 

La T r o b e ' s  power--the power of Hathor,  o f  V o l t a i r e ;  

t h e  power o f  h e r  noose,  h e r  whip, h e r  cau ldron;  t h e  power of 

a l l  t h e  f o r c e s  of  t h e  past--shows i n  t h e  d i s c o m f o r t  of  t h e  

audience.  They become vaguely aware of t h e i r  own t h i n  

d i s g u i s e s ,  t h e i r  v e i l s :  "skimpy, out-of-date  v o i l e  d r e s s e s ;  

f l a n n e l  t r o u s e r s ;  panama h a t s ;  h a t s  wreathed i n  r a s p b e r r y  

co loured  net . . .seemed f l i m s y  somehow" (110) .  The a c t o r s  

change t h e i r  d i s g u i s e s  f o r  t h o s e  of ano the r  c e n t u r y  wh i l e  

La Trobe swea t s  t o  ho ld  t h e  audience  w i t h i n  t h e  c i r c l e  o f  

h e r  c r e a t i o n .  The bushes  behind which I a T r o b e  h i d e s  t o  

r e t a i n  h e r  anonymity a r e  p a r t  of  n a t u r e ' s  i l l u s i o n .  Lucy 

Swithin  a l o n e  "b reak ing  th rough  t h e  bushes" unde r s t ands  h e r  

connec t ion  w i t h  n a t u r e  ( 1 1 2 ) .  She--"old F l imsyu- - i s  p a r t  

of t h e  v e i l  o f  Is is  cove r ing  t h e  t r u e  and t h e  r e a l .  

Cleopa t ra  d i s g u i s e d  h e r s e l f  a s  1sis.18 La T r o b e ' s  a r t i s t r y  

p u l l s  away t h e  d i s g u i s e  t o  r e v e a l  t h e  woman benea th  t h e  
-- 

r r  ( I  

i l l u s i o n :  a woman who - i s  impera t r ix .  To f i n d  your  unacted 

p a r t ,  your  r e a l i t y ,  i s  n o t  easy;  t o  a c t  it o u t  i s  t o  become 

vu lne rab le :  " I t ' s  a good day,  some say ,  t h e  day w e  a r e  

s t r i p p e d  naked. O t h e r s ,  i t ' s  t h e  end of  t h e  day" ( 1 1 4 ) .  

Isa t o o ,  h a s  f e l t  t h e  s t i r r i n g  o f  h e r  unac t ed  p a r t .  

She wanders d e s o l a t e ,  weighted w i t h  t h e  burden o f  h e r  

s u p e r i o r  knowledge, h e r  a r t i s t i c  p e r c e p t i o n s .  The man i n  



grey  h a s  vanished.  G i l e s  i s  pu r su ing  M r s .  Manresa. Images 

of c o r r u p t i o n  t empora r i l y  imrnobilise he r :  commerce, ambit ion,  

v i o l e n c e ,  and t h e  r e c u r r i n g  " c h i n a  f a c e s  g l a z e d  and hard" 

(115) .  The burden c a r r i e d  by t h e  p r e s e n t  i s  t h e  appa ren t ly  

i nescapab le  p a s t .  But Lucy Swi th in  does  n o t  b e l i e v e  i n  

h i s t o r y .  Colonel  Mayhew' s q u e s t i o n ,  "What' s h i s t o r y  wi thout  

t h e  Army, eh?" may be answered by t h e  f u t u r e  (115) .  I s a ,  

t h e  s t r u g g l i n g  w r i t e r ,  s e e s  h e r s e l f  a s  a donkey: t h e  l a s t  

i n  t h e  long  l i n e  of a  c a r a v a n s e r a i  s t r e t c h i n g  back through 

h i s t o r y ,  i n t o l e r a b l y  loaded.  The h o r s e  i s  s t a b l e d ;  t h e  dogs 

a r e  cha ined ;  t h e  r o o t s  of t h e  tree of  l i f e  s t r e t c h  i n  a l l  

d i r e c t i o n s ;  t h e  branches  form a  l a d d e r  l e a d i n g  t o  freedom. 

I s a  t a k e s  up t h e  t a s k  of c a r r y i n g  t h e  s e e d s  of  l i f e ,  

symbolised by t h e  u n r i p e  p e a r s ,  a c r o s s  t h e  d e s e r t  of  a  

p e r i l o u s  world. 

Woolf ' s  anger  a t  t h e  r e s t r i c t i o n s  imposed on women 

by t h e  s o c i a l  customs of t h e  n i n e t e e n t h  c e n t u r y  i s  expressed 

i n  t h e  n e x t  scene  of  t h e  pageant ,  which Isa s t o i c a l l y  

r e t u r n s  t o  watch (113-115). The comic d e p i c t i o n  of V ic to r i an  

l i f e  i s  a  b i t t e r l y  i r o n i c  r e p r i s e  of  Woolf 's  own e a r l y  l i f e ,  

touched,  a s  a r e  t h e  p rev ious  s cenes ,  w i t h  i d i o s y n c r a t i c  

c r i t i c i s m s  which make "what w e  must remember; what w e  would 

f o r g e t ' "  a  moral  l e s s o n  a s  much as a burden ( 1 1 4 ) .  An 

i n d e f i n a b l e  unease  i s  evoked f romthe  members of  t h e  audience 



by La T r o b e ' s  music ,  Some q u e s t i o n  t h e  v a l i d i t y  o f  t h e i r  

remembered emotion.  The e f f o r t  of p u t t i n g  t h a t  emotion 

i n t o  words g i v e s  a  s e n s e  o f  s t r u g g l e  n o t  u n l i k e  t h e  s t r u g g l e  

a c h i l d  makes t o  b e  born;  a s t r u g g l e  which a l s o  r e q u i r e s  

i n t e n s e  c o n c e n t r a t i o n  from t h e  mother. M r s .  Lynn Jones  and 

E t t y  S p r i n g e t t ,  who s h a r e  a  house,  " t h e  Mount," a r e  o l d  

e a r t h  s p i r i t s  t h o u g h t  by t h e  Greeks t o  i n h a b i t  g r a v e  mounds 

from which sp rang  new l i f e  ( T  419) .  The cries of  t h e  s t r e e t  

vendors of l a v e n d e r ,  geraniums, and sweet W i l l i a m  o r  p ink,  

a  type  o f  c a r n a t i o n ,  t h e  f l ower  of b i r t h ,  a r e  j o ined  i n  

t h e i r  memories by t h e  c r y  of  i n d u s t r i a l  p rogress :  "any o l d  

I ron"  ( 1 1 6 ) .  %en from "Seven D i a l s " ,  t h e  p e r f e c t  o r d e r  of 

c lock t i m e ,  are " G a r o t t e r s " ,  murderers  who p reven t  women 

from walking on t h e  s t reet  (116) .  Budge t h e  pub l i can  i s  t h e  

policeman, symbol ic  o f  t h e  e r a ,  who i n s i s t s  t h e  laws of 

"God and Man" are obeyed. A s  I have sugges ted ,  Lucy 

Swithin ,  because  s h e  i s  Themis, d e f i e s  t h e  o p p r e s s i v e  

i n t e r n a l  l a w  of p a t r i a r c h y  r e p r e s e n t e d  by Budge's t runcheon 

and t h e  s t reet  song "Knock ' e m  i n  t h e  Old Kent Road1' (116 ) .  

Woolf p roceeds  t o  s a t i r i se  t h e  i n h e r e n t  hypocr i sy  i n  t h e  

h igh ly  s e l e c t i v e  c o n c e p t  o f  t h e  whi te  man's burden; a  

burden o f  s u f f e r i n g  f o r  t h e  poor and a u t h o r i t y  f o r  t h e  

r i c h ,  q u i t e  d i f f e r e n t  from t h e  burden which I s a  a s  Isis, 

t h e  g i v e r  of l i f e  t o  a l l ,  h a s  assumed. Budge t h e  pub l i can  

i s  i n  h i s  way a l i f e  g i v e r ,  f o r  he d i s p e n s e s  b e e r  and l i q u o r  

a t  t h e  v i l l a g e  Inn. But h i s  name i m p l i e s  n e g a t i v e  f o r c e ,  a 



r e f u s a l  t o  move; i n  d i a l e c t  budge i s  t o  mend a hedge, t o  

keep b a r r i e r s  i n t a c t ,  t o  p r e v e n t  escape .  It i s  a l s o  a  sheep- 

s k i n  garment, b r i n g i n g  t o  mind t h e  d i v i n e  o r  Dian f l e e c e  

desc r ibed  by Jane  Harr ison.  The f l e e c e ,  sometimes from a  

b lack  ram, was thought  by t h e  Greeks t o  p u r i f y , t o  g e t  r i d  

of o r  send away p o l l u t i o n .  Budge, c l o t h e d  i n  t h e  b lack  

p u r i f y i n g  garment of n i n e t e e n t h  c e n t u r y  a u t h o r i t y ,  t h e  

po l iceman ' s  cape ,  " P u r i t y  o u r  watchword," sends  t h e  f e s t e r -  

i ng  poor o u t  of  s i g h t  t o  "sweat  a t  t h e  mines; cough a t  t h e  

looms; r i g h t l y  endure t h e i r  l o t "  (119) .  

The scene  played i n  f r o n t  of  t h e  i n c r e a s i n g l y  

d i scomf i t ed  audience c o n t i n u e s  t o  q u e s t i o n  t h e  hypocr i sy  

beneath  V i c t o r i a n  r e s p e c t a b i l i t y ;  The s e t t i n g  might be  

taken  from Chekov's The Seagu l l ,  t h e  p l a y  i n  which h i s  

c h a r a c t e r ,  t h e  young w r i t e r  T rep l iov ,  l o o k s  f o r  new forms 

i n  w r i t i n g .  The scene,  set  i n  1 8 6 0 ,  t h e  y e a r  of  Chekov's 

b i r t h ,  i s  p re sen ted ,  l i k e  Chekov's p l a y  w i t h i n  a p l ay ,  

b e f o r e  ". . .open space.  No scene ry  ..." and w i t h  " . . . an  

unimpeded view.. . "*' The c h a r a c t e r s  a r e ,  a s  Lucy Swithin  

knows, o n l y  as  r e a l  a s  t h e i r  costumes make them. M r .  and 
/ 

M r s .  H a r d c a s t l e  i n  V i c t o r i a n  d r e s s  a r e  as  b e l i e v a b l e  as 

they  a r e  i n  e i g h t e e n t h  c e n t u r y  d r e s s  i n  Goldsmi th ' s  - She 

i* S t o ~ p s  to-Conquer.. -By a p p r o p r i a t i n g  Goldsmi th ' s  names 

Woolf i m p l i e s  t h a t  t h e  p a r t s  p layed ,  are i n  f a c t  con fe r r ed  

by s u p e r f i c i a l i t i e s  such as names and costumes.  The unacted 

part or-the r e a l i t y  is  n o t  v i s i b l e ;  r e a l i t y  or t r u t h  i s  

L 



c o n f e r r e d  on t h e  a c t o r s  i n d i r e c t l y  by t h e i r  c l o t h e s  because 

it i s  n o t  a c t e d  u n t i l  t h e  c l o t h e s  are d i sca rded .  The many 

g u i s e s  of  human b e i n g s  are always then ,  d i s g u i s e s .  

A l b e r t  t h e  i d i o t  a l o n e  a c t s  n a t u r a l l y  a s  he  d i d  i n  

t h e  E l i z a b e t h a n  scene .  "There  was no need t o  d r e s s  him up" 

( 6 6 ) .  H e  p l a y s  t h e  h ind  l e g s  of  t h e  donkey; h i s  p a r t  i s  

h i s  r e a l  p a r t ,  coming from h i s  animal n a t u r e ,  t h a t  of t h e  

donkey. H i s  emergence from t h e  s k i n  of t h e  donkey a s  i f  

reborn  i s  a  r i t e  o f  pas sage  from animal  t o  human ( T  5 0 7 ) .  21 

I have s a i d  t h a t  A l b e r t  i s  a scapegoa t  f o r  t h e  o t h e r  

c h a r a c t e r s .  I f  G i l e s  i s  t h e  " g u i l e l e s s  f o o l "  H e  seems t o  

be  as Manresa 's  h e r o i c  i f  s u r l y  and immature k n i g h t ,  it i s  

through A l b e r t  t h e  i d i o t  t h a t  h e  can b e  symbo l i ca l ly  reborn  

from h i s  an imal  n a t u r e .  A f t e r  having v i c a r i o u s l y  imperson- 

a t e d  t h e  h i n d  end of  t h e  donkey, he  h a s  exper ienced  h i s  own 

l u s t f u l n e s s .  I n  A l b e r t ' s  c a s e  t h e  p r i m i t i v e  p a r t  of  h i s  

humanity, t h e  common denominator o t h e r s  cover  up, - i s  h i s  

r e a l i t y .  Which i s  t h e  r ea son  M r s .  Pa rke r  and M r s .  S p r i n g e t t  

f e e l  uncomfor tab le  a t  h i s  v u l g a r  behaviour  a s  M r .  H a r d c a s t l e  

i n t o n e s  h i s  p r a y e r  ( 1 2 4 ,  1 2 5 ) .  I n  G i l e s '  c a s e  h i s  l u s t  does  

n o t  s a t i s f y  h i s  need t o  be  whole, t h a t  i s  t o  b e  human. A s  

M r s .  Pa rke r  compla ins  t o  Isa: "Oh t h a t  i d i o t ! "  Isa men ta l ly  

t r a n s p s e s  t h e  remark t o  mean G i l e s ,  as s h e  remembers h i s  

i n f i d e l i t i e s :  " I t  made no d i f f e r e n c e ;  h i s  i n f i d e l i t y - b u t  

h e r s  d id"  ( 8 3 ) .  She must remain f a i t h f u l  t o  him f o r  it i s  

on ly  th rough  h e r  l o v e  t h a t  he  can  be r a i s e d  t o  m a t u r i t y  and 



r e s t o r e d  t o  t h e  

he must be  made 

Isis '  v e i l .  2 2  

Woolf ' s 

f u l l n e s s  of  l i f e .  But i n  o r d e r  t o  be  reborn  

t o  see and t o  speak o f  t h e  t r u t h  beneath  

equa t ion  of I s a ,  t h e  w r i t e r ,  w i t h  t h e  heav i ly  

burdened donkey, sugges t s  t h a t t h e  p a s t ,  i n  t h e  shape of 

M r s .  H a r d c a s t l e  t h e  w e l l  i n t e n t i o n e d  b u t  s o c i a l l y  oppressed 

woman c a r r i e d  on t h e  back of  t h e  donkey, h e r  husband t h e  

f o s s i l  b e a r i n g  buffoon,  a s  w e l l  a s  t h e  church ,  may a l l  be  

s a t i s f a c t o r i l y  r i d i c u l e d  by t h e  female  w r i t e r .  References  

t o  d u s t ,  s k u l l s ,  and M r .  H a r d c a s t l e ' s  comic a t t achmen t  t o  

h i s  f o s s i l ,  s a t i r i s e  t h e  s t u l t i f y i n g  age,  dominated by 

r i g i d ,  C h r i s t i a n  m o r a l i t y  d u r i n g  which Woolf grew up. J ane  

Har r i son  found t h e  " f o s s i l i s e d  ways o f  t h i n k i n g "  of  t h e  

a n c i e n t  Greeks, t o  whom Themis r e p r e s e n t e d  s o c i a l  o r d e r  i n  

tune  w i t h  n a t u r e ,  ve ry  l i t t l e  d i f f e r e n t  from t h e  ways of 

t h i n k i n g  o f  C h r i s t i a n s  who look t o  an i n d i v i d u a l  f a t h e r  god 

t o  approve t h e  u s e  of  t h e i r  animal o r  n a t u r a l  d e s i r e s .  For 

bo th  p r i m i t i v e  Greeks and C h r i s t i a n s  deny t h e  n e c e s s i t y  of 

f u r t h e r  c r e a t i o n  o u t s i d e  a  g iven  moral  code ( T  6 ,  535 ) .  The 

church appea r s  a p p r o p r i a t e l y  smal l  among t h e  trees. 

Eleanor ,  h e r  name de r ived  from h e l i o s  and Helen, meaning t h e  

sun,  i s  n o t ,  as she  t e l l s  Edgar, what she  s e e m s  (121) .  

J ane  Marcus b e l i e v e s  t h e  source  f o r  E leanor  i n  The Years 

was Margaret  Llewellyn-Davies t h e  s o c i a l  r e fo rmer  and 

V i r g i n i a  Woolf ' s  much.admired cous in .  Margare t  Llewellyn- 

Davies tried ha rd  t o  improve plumbing and s a n i t a t i o n  i n  t h e  



slums of England ' s  l a r g e  c i t ies .  23 Eleanor  Hardcas t l e ,  t h e  

would-be m i s s i o n a r y  i n  t h e  Af r i can  d e s e r t ,  s o  i n h o s p i t a b l e  

t o  v e g e t a t i o n ,  i s  anx ious  t o  i r r i g a t e  t h e  s ter i le  f i e l d  of 

l i t e r a t u r e .  She s i n g s  r e l u c t a n t l y ,  " I ' d  be  a  b u t t e r f l y , "  

ano ther  o f  Woolf ' s  metaphors  f o r  women d e s p e r a t e l y  seek ing  

freedom. 24 The p i c n i c  hampers a r e  unpacked on t h e  scorched 

e a r t h ,  s i g n i f y i n g  t h e  p l a c e  where Hades b u r s t  from t h e  under- 

world i n  h i s  f o u r  h o r s e  c h a r i o t  t o  abduc t  Persephone,  a l s o  

perhaps  p a r t  of  t h e  domain of  S e t ,  t h e  r e d ,  burn ing  s p i r i t  

of  t h e  d e s e r t  whose d r o u g h t s  des t royed  t h e  c r o p s  i n  t h e  d e l t a  

of t h e  N i l e .  M r s .  H a r d c a s t l e  laments  t h e  l o s s  of  M r .  Beach 

t h e  clergyman " ( a  b l e s s e d  r e l e a s e ) "  ( 1 2 2 ) .  Beach r e p r e s e n t s  

t h e  s lowly  dy ing  V i c t o r i a n  age;  "Every y e a r  one of u s  i s  

miss ing"  (122) .  H e  i s  a l s o  t h e  sand a t  t h e  edge of f e r t i l i t y  

and perhaps  t h e  f a d i n g  c r y  of  Matthew Arnold i n  "Dover 

Beach" f o r  t h e  l o s t  "Sea of  F a i t h .  It 2 5  

Beach ' s  p l a c e  i s  taken  by S ib tho rp ,  symbol i s ing  

c l o s e  r e l a t i o n s  w i t h i n  t h e  v i l l a g e  ( i n  d i a l e c t ,  t h o r p ) .  

The a u t h o r i t y  o f  t h e  church  i s  t h u s  d i f f u s e d  among t h e  

community and  p a r t  o f  t h e  whole. M r s .  H a r d c a s t l e ' s  cous in  

is  marr ied  t o  a  S ib tho rp ;  she  would l i k e  one o f  h e r  daugh te r s  

t o  marry t h e  clergyman, an  inces tuous  n o t i o n  c l o s e l y  l i n k e d  

among p r i m i t i v e  p e o p l e  w i t h  t h e  i d e a  of  r e i n c a r n a t i o n .  

M r s .  P o t t s ,  t h e  washerwoman, t h e  d i s p e n s e r  of  p u r i f y i n g  

wa te r ,  r e p o r t s  t h e  c o n t e n t s  of M r .  S i b t h o r p ' s  luggage.  A l l  

t h e  s i g n s  o f  o p p r e s s i o n  by church,  s t a t e  and m i l i t a r y  are 



t h e r e :  t h e  p raye r  book, t h e  academic gown, t h e  f ami ly  album, 

t h e  gun, t h e  cane  and t h e  rod.  But on t o p  of  them a l l  l i e s  

a  t eacosy ,  embossed wi th  a  honeysuckle des ign .  The meal of 

cooked s e e d s  l e f t  i n  "po t s "  by t h e  Greeks a s  p a r t  of  t h e  

s p r i n g  f e s t i v a l  was t o  ensu re  r e b i r t h  of  t h e  dead ( T  275) .  

Honey drawn from t h e  f lower  by t h e  bee  i s  s u b j e c t  t o  an 

i n t r i c a t e  p r o c e s s  o f  change which makes it symbolic wi th  

r e b i r t h  and w i t h  wisdom. 26 The t eacosy  l i n k e d  t o  t h e  t e a  

s e r v i c e  s e t  o u t  f o r  t h e  age of Reason, i m p l i e s  peace,  

p r o s p e r i t y ,  wisdom and renewal as  a  v i s i o n  f o r  t h e  f u t u r e .  

E l e a n o r ' s  d e s i r e  t o  go t o  A f r i c a ,  on a l i t e r a l  l e v e l  

may be t o  escape  from home; a  V i c t o r i a n  home comparable t o  

Ant igone ' s  tomb, a s  Woolf w e l l  knew. Women remained a t  home 

t o  k n i t  w h i l e  bearded men went t o  r u l e  t h e  world.  Budge 

l e a v e s  t h e  s t a g e  a f t e r  i s s u i n g  Woolf ' s  v e i l e d  warning a g a i n s t  

b u i l d i n g  any more p a t r i o t i c  towers:  " L e t ' s  b u i l d : .  . . s h a l l  it 

be a  tower wi th  o u r  f l a g  on top" (125) .  Here Woolf i s  

r e i t e r a t i n g  t h e  q u e s t i o n  and c e n t r a l  concern  o f  h e r  essay  

"The Leaning Tower." "Wi l l  t h e r e  be  no more towers  and no 

more c l a s s e s  a n d - s h a l l  we s t and ,  w i t h o u t  hedges between u s ,  

on t h e  common ground?" Woolf 's  p r e s c r i p t i o n  f o r  s u r v i v a l  

a f t e r  t h e  unimaginable  d e v a s t a t i o n  o f  modern war i s  t h e  

t r a n s f o r m a t i o n  o f  l i t e r a t u r e :  " t h e  nove l  of  a c l a s s l e s s  

and t o w e r l e s s  world  should be  a  b e t t e r  nove l  t han  t h e  o l d  

novel .  11 27  



The i n t e r v a l  b e f o r e  t h e  f i n a l  a c t  of t h e  pageant  i n  

Between t h e  Ac t s  f i n d s  t h e  aud ience  s t r u g g l i n g  t o  b r i n g  

meaning t o  l i g h t ,  s t r u g g l i n g  t o  b r i d g e  t h e  g u l f  between a  

dying world and one abou t  t o  b e  born. The mot i f  o f  t h e  y e a r  

s p i r i t  b r i n g i n g  t o g e t h e r  t h e  p a s t  and p r e s e n t ,  t h e  c i t y  and 

t h e  count ry ,  c o n t i n u e s .  E t t y  S p r i n g e t t  f i n d s  urbane W i l l i a m  

Dodge i n  h i s  b i r d - l i k e  o u t f i t  of  g reen  t r o u s e r s  and ye l low 

s p o t t e d  t i e ,  w a i s t c o a t  comfor tab ly  undone, "cheap and nas ty . "  

Old M r s .  Jones  ponders  t h e  d i s c o m f o r t s  of  change i n  t h e  

world and c o n s o l e s  h e r s e l f  w i t h  t h e  thought ,  "Heaven was 

changeless"  ( 1 2 7 ) .  The t i c k i n g  of t h e  machine, t h e  gramo- 
- 

phone, impr i sons  t h e  wa tche r s  of  t h e  s p e c t a c l e .  They 

r e s i s t  La T r o b e ' s  a t t e m p t  t o  u n i t e  them i n  t h e  expe r i ence  of  

her  a r t  f o r ,  i f  she  conv inces  them o f t h e  t r u t h  o f  h e r  v e r s i o n  

of  l i f e ,  n o t  o n l y  must  t hey  a c c e p t  a  changed world,  b u t  

they  must see themse lves  und i sgu i sed  and t h e  q u a l i t i e s ,  good 

and bad, t h a t  t h e y  s h a r e .  

M r s .  Manresa as  goddess o f  t h e  c u l t i v a t e d  e a r t h  

p re se rves  h e r  i l l u s i o n s  and remains  a t  e a s e  f o r  t h e  t i m e  

being.  Isa, a f r a i d  o f  t h e  a r t i s t ' s  r o l e  t o  which she  h a s  

committed h e r s e l f  a s  " t h e  l i t t l e  donkey . , . c ross ing  t h e  

d e s e r t , "  deve lops  h e r  b l and  p o e t r y  and a c h i l d ' s  rhyme i n t o  

a  c r i t i c a l  assessment  b e n t  pn d e s t r o y i n g  La  T robe ' s  work 

and h e r  own: "Down came an O s t r i c h ,  an e a g l e ,  an  execu- 

t i o n e r "  (129) .  La  Trobe,  i n  f r o n t  of  h e r  aud ience  " f e l t  

eve ry th ing  t h e y  f e l t " :  t h e  dilemma of  t h e  a r t i s t  who must 



rouse  h o s t i l i t y  and even d i s l i k e  i f  s h e  i s  n o t  t o  compromise 

h e r  v i s i o n  (130) .  So much e a s i e r  t o  w r i t e  a p l a y  wi thou t  an 

audience.  The p l ay  wi thou t  an aud ience  means of  cou r se  

t h a t  t h e  s p e c t a t o r s  a r e  more t h a n  s p e c t a t o r s ;  are become 

p a r t i c i p a n t s  a s  i n  a n c i e n t  r i t u a l .  But w i t h  t h i s  d i f f e r e n c e :  

Woolf 's  v i s i o n  i s  of a  p l a y  which i s  an a r t  form t o  which 

a l l  can  c o n t r i b u t e  a  v o i c e ,  an o p i n i o n  o r  an  i d e a  of  va lue ;  

an a r t  o f  t h e  people  n o t  of t h e  e l i t e ;  a consc ious  a r t  and 

an educa ted  a r t ,  b u t  a l s o  an a r t  t h a t  i s  n o t  b a r r e d  and 

hedged abou t  by a  f a l s e  m o r a l i t y ,  en fo rced  f o r  t h e  en r i ch -  

ment of a few, a s  i n  t h e  V i c t o r i a n  age.  

La Trobe ' s  agony i n  t h e  garden o f  P o i n t z  H a l l  

r e sembles  C h r i s t ' s  a t  Gethsemane: "Blood seemed t o  pour 

from h e r  shoes"  ( 1 3 1 ) .  Re l i e f  comes w i t h  a  shower of r a i n ;  

t h e  o f f e r i n g  i s  n o t  C h r i s t ' s  l i f e  t o  h i s  f a t h e r  i n  heaven, 

b u t  I s a ' s  l i f e ' s  work t o  h e r  mother t h e  e a r t h :  "The l i t t l e  

t w i s t  of  sound could  have t h e  whole o f  h e r .  On t h e  a l t a r  

of  t h e  ra in-soaked e a r t h  she  l a i d  down h e r  s a c r i f i c e .  .." 
(131-132). The shower of  r a i n ,  n a t u r a l ,  f a l l i n g  i m p a r t i a l l y  

on everyone,  comes from t h e  e a r t h  and i s  r e t u r n e d  t o  it. 

Isis means " she  who weeps; " 2 8  I s a ,  a s  a r t i s t  becomes she  

whose t e a r s  a r e  " a l l  p e o p l e ' s  t e a r s ,  weeping f o r  a l l  

people"  (131) .  The a r t i s t  f e e l s  a l l  t h a t  t h e  audience  f e e l s  

because s h e  i s  one of them; she  i s  t h e  w r i t e r  of  p o e t r y  no t  

o r a t o r y .  29 



The voice t h a t  i s  no-one's  vo i ce ,  " t h e  l i t t l e  t w i s t  

of sound" t o  which I s a  d e d i c a t e s  h e r s e l f ,  r e p e a t s  t h e  v e r s e  

from "Sing  a  song o f  s ixpence ; "  a  song of t h e  c o i n  l i k e  moon 

and a  song of money; a song of  b read  and of honey, symbols 

of wisdom and l i f e .  The song o f  t h e  f a m i l i a r  o l d  world of 

commerce and u s u r y ,  of  p a t r i a r c h a l  r u l e ,  eve ry th ing  i n  i t s  

p l a c e  on t h e  l a d d e r  of  c i v i l i s a t i o n ,  changes t o  a  cacophony 

d i s s o l v i n g  a l l  imaginary b a r r i e r s ,  and c o n t r i b u t e d  t o  by 

t r e e s ,  b i r d s ,  an ima l s ,  a c t o r s  and audience ,  mi r ro red  and 

fragmented. The f i n a l  words o f  t h e  uproar  a r e  from ano the r  

"simple" song: "Hark, hark  t h e  dogs do bark and t h e  beggars  

..." (168) .  The b a r k i n g  dog, t h e  god of  speech g i v i n g  

tongue,  h e r a l d s  t h e  beggars ,  t h o s e  l e a s t  p r i v i l e g e d  t o  

speak,  t h o s e  used t o  depending on a p p l e  p a r i n g s ,  crumbs and 

c r u s t s  from t h e  t a b l e  (108) .  Within t h e  frame provided  by 

t h e  two nu r se ry  rhymes it i s  a s  i f  t h e  i n n e r  s p r i n g  of  a 

g i a n t  c lock  had unwound; t h e  c lock  s t r i k e s  and t i c k s  

u n c o n t r o l l a b l y  w i t h o u t  rhyme o r  reason .  The r e v o l u t i o n s  of 

memory and of t ime  cease as though s i g n a l l e d  by young 

Bonthorp s e t t i n g  down t h e  c h e v a l  g l a s s  from t h e  Rectory.  

"The hands of t h e  c l o c k  had s topped  a t  t h e  p r e s e n t  moment. 

I t  was now. Ourselves"  (135) .  The v i l l a g e  ( t h o r p )  w i t h  

a l l  good i n t e n t i o n s  no longe r  h a s  t h e  s t r e n g t h  t o  suppor t  

t h e  church,  t h e  h o r s e  ( c h e v a l )  of  t h e  s t a t e  w i th  i t s  r i g i d  



moral code ( i t s  frame)  anymore t h a n  it can  a f f o r d  t o  r e p a i r  

t h e  " p e r p e t u a l l y  f a l l i n g  s t e e p l e "  e n c a s i n g  " r a t h e r  a  cracked 

o l d  b e l l "  as  symbol o f  i t s  c r e a t i v e  power, no r  t o  i l l u m i n e  

an o u t d a t e d  b u i l d i n g  w i t h  a r t i f i c i a l  l i g h t  ( 2 2 ) .  The church 

i s  p l aced  a s  i s  t h e  e n t i r e  company when t ime  s t o p s ,  

\ 
a  c h e v a l ,  s t r a d d l i n g  two wor lds ,  between two a c t s ,  r e f l e c t e d ,  

unmasked and "unable  t o  come t o  any common conc lus ion"  (135) .  

The inadequacy o f  language a s  t h e  s o l e  medium of  communica- 

t i o n  i s  a t  once apparen t :  Rhyme and r ea son  need each o t h e r .  

The a r t i s t  must r e v e a l  t h e  t r u t h  of trees, b i r d s ,  dogs and 

beggars ,  a s  w e l l  a s  k i n g s  and queens;  must even, a s  J ane  

Har r i son  t e l l s  u s ,  c o n s i d e r  t h e  bourgeo i s  (AR 244) .  

Ha r r i son  d i s c u s s e s  i n  Ancient  A r t  and R i t u a l ,  t h e  

s o c i a l  f u n c t i o n  of a r t  a s  an e x p r e s s i o n  of t h e  emotions of 

a  world  community t h a t  she  c a l l s  a "world  s o u l "  (AR 2 4 6 ) .  

V i r g i n i a  Woolf i n  Between t h e  Acts  r e a c h e s  towards a  new 

l i t e r a t u r e  which may e x p r e s s  t h e  c o l l e c t i v e  emotion of t h e  

world community. She i s  p o s t u l a t i n g  a l i t e r a t u r e  which can- 

n o t  be  reduced t o  a  s i n g l e  formula o r  a  t h e o r y ,  b u t  r e q u i r e s  

c o n s t a n t  renewal  of  v i s i o n  t o  e x p r e s s  t h e  f e e l i n g s  of  "people  

l i v i n g  today ,  i n  modern c o n d i t i o n s ,  ... t h e  h a s t e  and hu r ry  

of  the modern s t reet ,  t h e  wh i r r  of  motor c a r s  and aerop lanes"  

(AR 237) .  

The anonymous v o i c e  from t h e  bushes ,  i n  s imple  

words w i t h o u t  e i t h e r  t h e  p o e t ' s  rhyme o r  rhythm, o r  t h e  

" l a r d i n g ,  s t u f f i n g  o r  c a n t "  of  p r e a c h e r s ,  p r e s s e s  home i t s  



message of communal r e s p o n s i b i l i t y ,  .and i r o n i c a l l y  sums up 

through a p a t t e r n  o f  i n t e r n a l  rhymes t h e  e n t i r e  theme of 

Woolf' s Three Guineas  (135)  . The p roces s  by which women 

can r e s c u e  t h e  world  from male d e s t r o y e r s  becomes t h e  symbo- 

l i c  a r t i s t  La T r o b e ' s  c r e a t i v e  process :  From " r e p r o b a t i o n "  

through " p r o t e s t a t i o n , "  " i n d i g n a t i o n "  and t h e  d e s i r e  f o r  

"immolation," emerge f i r s t  "educa t ion"  then " c i v i l i s a t i o n "  

(136). A l l  of  which seems r easonab le ,  But, because it t o o  

i s  anonymous r e q u i r i n g  n e i t h e r  p l a c e ,  a c t o r s ,  c i r cums tances  

o r  words, music i s  t h e  a r t ,  more t han  any o t h e r ,  which b e s t  

exp res se s  t h e  emotions  of  a l l  who hea r  it (AR 232, 233 ) .  The 

t a s k  o f  c r e a t i n g  a  language a s  anonymous and a s  e x p r e s s i v e  

a s  music i s  t h a t  t o  which Woolf, through La Trobe, a d d r e s s e s  

h e r s e l f .  

J ane  Har r i son  q u o t e s  D.S. McColl: 

I n  t one  and rhythm music has  a  n o t a t i o n  f o r  
every  k i n d  and deg ree  of a c t i o n  and p a s s i o n ,  
p r e s e n t i n g  a b s t r a c t  moulds of i t s  exc i tement ,  
f l u c t u a t i o n ,  suspense ,  c r i s i s ,  appeasement; ... Poe t ry  ... can  command on ly  a  few rhythms 
l i m i t e d  by t h e  d u r a t i o n  of  a  human b r e a t h  and 
t h e  p i t c h  of  an oc t ave .  The l i t t l e  e f f e c t s  
worked o u t  i n  t h i s  smal l  compass music sweeps 
up and b u i l d s  i n t o  v a s t  f a b r i c s  of emotion 
wi th  a  d i s s o l u t e  freedom undreamed of  i n  any 
o t h e r  a r t  (AR 233) .  

Compare Woolf 's  l y r i c a l  d e s c r i p t i o n  of t h e  mus ica l  v o i c e  

"speaking" from La T r o b e ' s  machine t o  t h e  " s c r a p s ,  o r t s  and 

f ragments"  who a r e  "caugh t  and t o r n  i n  t h e  i r o n  hands of  a 

man-made machine, S o c i e t y  i t s e l f "  (AR 2 4 6 )  . 



The t u n e  began;  t h e  f i r s t  n o t e  meant a  second 
t h e  second a  t h i r d .  Then down b e n e a t h  a  f o r c e  
was born  i n  o p p o s t i o n ;  t h e n  a n o t h e r .  O n  
d i f f e r e n t  l e v e l s  t h e y  d i v e r g e d .  On d i f f e r e n t  
l e v e l s  o u r s e l v e s  went forward;  f l o w e r  g a t h e r i n g  
some on t h e  s u r f a c e ;  o t h e r s  d e s c e n d i n g  t o  
wrestle w i t h  t h e  meaning; b u t  a l l  comprehending; 
a l l  e n l i s t e d .  The whole p o p u l a t i o n  o f  t h e  
mind ' s  immeasurable p r o f u n d i t y  came f l o c k i n g ;  
from t h e  u n p r o t e c t e d ,  t h e  unskinned;  and dawn 
r o s e ;  and a z u r e ;  from c h a o s  and cacophony 
measure;  b u t  n o t  t h e  melody of  s u r f a c e  sound 
a l o n e  c o n t r o l l e d  it; b u t  a l s o  t h e  w a r r i n g  b a t t l e -  
plumed w a r r i o r s  s t r a i n i n g  asunder :  To p a r t ?  No. 
Compelled from t h e  e n d s  of  t h e  h o r i z o n ;  r e c a l l e d  
from t h e  edqe  of a p p a l l i n g  c r e v a s s e s ;  t h e y  c r a s h e d ;  
s o l v e d ;  u n i t e d  ( 1 3 7 ) .  

Woolf i l l u s t r a t e s  i n  words t h e  power music h a s  t o  b r i n g  

t o g e t h e r  t h e  t o r n  and s c a t t e r e d  f r a g m e n t s  of  a  community. I n  

t h e  m y t h o l o g i c a l  wor ld ,  t h e  i n d u s t r i a l  s o c i e t y  i s  t h e  god o f  

t h e  d e s e r t  who r i p p e d  a p a r t  t h e  body of  O s i r i s ,  s h a r p l y  

d i v i d i n g  t h e  p a r t s  o f  n a t u r e .  Music,  Isis t h e  muse and t h e  

"Gods o f  h e r  company" s e a r c h  f o r  and reassemble  a l l  b u t  one  

p i e c e  of t h e  body. Manresa (Maneros) i s  reduced  t o  t e a r s  b y  

t h e  i n t e n s i t y  o f  t h e  emotion s h e  b o t h  w i t n e s s e s  and f e e l s .  

S t r e a t f i e l d ,  upon h i s  soapbox,  t h e  t r a d i t i o n a l  p l a c e  

o f  f r e e  speech  and p o l i t i c a l  o p i n i o n s ,  g r o p e s  f o r ,  and f a i l s  

t o  f i n d  a  v e r b a l  formula  t o  r e d u c e  t o  t h e  l e v e l  of a  sermon, 

L a  T r o b e ' s  complex a r t i s t i c  p r e s e n t a t i o n .  "Words t h e  

d e f i l e r ' s  ... t h e  impure" f o r c e  t h e  company t o  r e t r e a t  t o  t h e i r  

s e p a r a t e  e x i s t e n c e s ;  t o  b e  d i s t i n c t l y  "Thomas o r  J a n e . "  

The words a r e  t h e  f a t h e r l y  words o f  g o d ' s  l e a r n e d  

r e p r e s e n t a t i v e :  "Reverend and M.A." S t r e a t f i e l d  i s  a  



ridiculous, irrelevant figure joined to the people of his 

congregation only through a common addiction to tobacco, 

itself a legacy from the Elizabethans whose own dramatic 

works were presented out of doors where rain and animal 

noises merged with the words of poets. The sounds of 

nature " (the breeze had risen; the leaves were rustling)" 

make the clergyman's first words inaudible; nature is 

augmented by the "zoom" of the aeroplane which cuts through 

"the thread of his discourse." The broken thread giving 

him command of words, comes from the cross chained to his 

watch, the antithesis, as we have seen, of emotional life. 

While contemplating the idiot (he who has no part to play, 

for emotion and reason are fused so that he - is his part) 

Streatfield ceases to "twiddle the cross on his watchchain" 

and reaches into his trouser pocket seeking his natural 

self. He has "no further use for words" (141). 

La Trobe remains invisible, anonymous; there 

appears to be no one in particular res2onsible for the 

entertainment. There is no satisfactory denoument, for the 

plot has yet to be written. "Niss La Trobe cut this knot in 

the centre" (69). Questions remain unanswered; what is 

more important, questions are asked. The fragmented 

conversation of the departing audience of "old cronies" 

(friends of long standing, made during the course of time) 

touches on nature, history, geography, science and religion; 

questions of sex, psychology, fashion, poetry, music and the 



s o c i a l  g r a c e s  a r e  set  a s i d e  f o r  l a t e r  thought  and d i s c u s s i o n .  

The s p i r i t  o f  1939 droning  th rough  t h e  c o n v e r s a t i o n  seems 

t o  be t h e  ae rop lane ,  an ambiguous symbol o f  freedom and of  

s l a v e r y ,  a b l e  t o  s h o r t e n ,  even t o  r e v e r s e  t ime ,  and p a r t  of 
-- 

t h e  common vo ice  s i n g i n g  o u t  of  doo r s .  Among t h e  v e h i c l e s  

crowded t o g e t h e r ,  and h i d i n g  t h e  c r e s c e n t  shaped driveway, 

i s  a  c a r ,  a lmost  i n v i s i b l e ;  a  monkey mascot hangs i n  i t s  

window. 

The g r e a t  e a r t h  mother and t h e  moon goddess of t h e  

age o f  a n t i q u i t y  a r e  t o g e t h e r  i n  t h e  "grave l - s t rewn c r e s c e n t ; "  

a  f i r m  founda t ion  f o r  t h e  people  and t h e  machines of t h e  

modern age  (143) .  The monkey f aced  i c o n o c l a s t  o f  t h e  age  

of  reason  looks  from t h e  window o f  t h e  i n e s c a p a b l e  machine, 

r e p r e s e n t e d  by t h e  c a r ,  a s  i f  t o  de fy  t h e  u s e  o f  t h o s e  

machines by h i s  enemies,  t h e  s t a t e  and t h e  m i l i t a r y .  Thus 

inan imate  t h i n g s  have a  vo ice  i n  Woolf ' s  language.  The 

s i g n s  and symbols of  emotion, r ea son  and p r o g r e s s  t e l l  

t h e i r  s t o r y  where words, no longe r  " u s e f u l "  may have f a i l e d .  

The s i g n s  a r e  t h e r e  f o r  a l l  who w i l l  " s e e , "  ready t o  

beg in  a  new age of  ( t h e  gramophone o f f e r s  t h e  a l t e r n a t i v e s  

wi th  i t s  f i n a l  t u r n s )  u n i t y  o r  d i s p e r s i t y  (146) .  
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CHAPTER FOUR 

AFTER THE PAGEANT 

I am a l l  t h a t  h a s  been and i s  and s h a l l  be,  
and no mor t a l  ha s  e v e r  r e v e a l e d  my robe.  

I n s c r i p t i o n  on 
Isis monument a t  S a i s .  P l u t a r c h  

I t  i s  t h e  end of  t h e  day o f  f e s t i v a l .  C o n f l i c t i n g  

op in ions  and mixed emotions d e p a r t  w i t h  t h e  audience u n t i l  

"nex t  t ime" ( 1 4 6 ) .  The members of  t h e  community have been 

" s t r i p p e d  naked" l o n g  enough t o  q u e s t i o n  t h e  va lue  of  t h e i r  

eve ry  day d i s g u i s e s  ( 1 1 4 ) ;  La Trobe t h e  a r t i s t ,  goddess,  

s p i r i t  i n  h i d i n g  has  f o r c e d  them t o  t h i n k  of themselves ,  and 

encouraged them t o  t a l k  t o  each  o t h e r .  The p r i e s t s  and 

p r i e s t e s s e s  gave t h e i r  temple f o r  h e r  u se  a s  t h e  d i r e c t o r  

of t h e  s p e c t a c l e  from where t h e  gods,  " faded ,  unaccomplished 

a c t i o n s  and d e s i r e s "  of 1939, might r e v e a l  themselves  t o  

t h o s e  who long  f o r  them. Now t h e  p r i e s t l y  r e p r e s e n t a t i v e s  

of t h e  gods B a r t ,  Lucy, G i l e s ,  I s a ,  Manresa and Dodge 

remain s t a n d i n g  on t h e  " a n c i e n t  g r a s s ; "  La Trobe, t h e  
3 

c r e a t o r ,  h i d e s  s u i t a b l y  i n  t h e  bushes .  A l l  a r e  ready t o  

g a t h e r  up t h e  t h r e a d s  and s c a t t e r e d  f ragments  of  t h e i r  

l i v e s .  B a r t ,  t h e  r e p r e s e n t a t i v e  o f  t h e  o l d  and dying world 

r e l i n q u i s h e s  Manresa who has  s t i r r e d  h i s  emotions,  t o  h i s  

son: "Manresa t u r n e d ,  and G i l e s  s t epped  forward" (146) .  

The wa te r  ove r  t h e  l i l y  pool ,  t h e  muddy c e n t r e  of  c r e a t i o n ,  



i s  opaque,  obscu r ing  f u t u r e  l i f e  and l i t e r a t u r e .  

Lucy Swi th in  w i t h  h e r  sublime f a i t h  i n  humankind, 

would l i k e  t o  f e e d  crumbs t o  t h e  hungry f i s h ,  h e r  to tems ,  

and symbols of  l i f e  t o  be  born from t h e  muddy waters .  

Dodge t h e  c r i t i c  whom she  has  hea l ed  o f  h i s  emotional  

p a r a l y s i s ,  p r e v e n t s  h e r  from f e t c h i n g  t h e  o f f e r i n g  of  a 

dry  b i s c u i t  from d r y  M r s .  Sands, t h e  s e r v a n t  of  convent ion 

and t r a d i t i o n ,  who canno t  h e r s e l f  "dash o f f  mas t e rp i eces . "  

Lucy h a s  g iven  a l l  she  h a s  t o  l i f e :  "She had no th ing  t o  

g i v e  them--not a  crumb of  bread" ( 1 4 9 ) .  H e r  t ime,  l i k e  

B a r t ' s ,  i s  p a s t .  Dodge r e v i v e s  h e r  f o r  a  moment " l i k e  a  

g i r l  i n  a garden i n  wh i t e  among r o s e s , "  a n o t h e r  "unacted 

p a r t , "  h e r  n a t u r a l ,  v i r g i n a l  s e l f .  Although charming t o  

Dodge and d e f e r e n t i a l  t o  h e r  b r o t h e r ' s  o p i n i o n s ,  she  has  

courage t o  c l i n g  t o  h e r  b e l i e f  i n  t h e  beau ty  and goodness 

o f  humankind, " t h e  s e a  on which w e  f l o a t "  ( 1 4 9 ) .  H e r  

impuls ive  f a i t h  i s  tempered by B a r t ' s  reasoning :  " i t  was 

always 'my b r o t h e r  ... my b r o t h e r '  who r o s e  from t h e  dep ths  

of  h e r  l i l y  pool"  (150) .  

While Lucy Swi th in  contempla tes  f e e d i n g  h e r  f i s h  

and dreams o f  t h e  f u t u r e ,  I s a  t h i n k s  of  what might have 

been. H e r  an imal  n a t u r e ,  " t h e  h o t  ne rve  wi red ,  now lit up, 

now da rk  as t h e  g rave  p h y s i c a l  body," d r i v e s  h e r  i n  a  

pas s ion  a c r o s s  t h e  lawn t o  where G i l e s  s t a n d s  " a t t a c h e d  t o  

M r s .  Manresat' (150, 1 5 1 ) .  Thwarted o f  t h e  r e l e a s e  from 

t e n s i o n  and t h e  temporary o b l i v i o n  o r  d e a t h  a sexua l  union 



with  t h e  man i n  g rey  would b r i n g ,  she  " [ s t r i p s ]  t h e  b i t t e r  

l e a f "  of m a l e  power from t h e  nu r se ry  window a s  she  sweeps 

imper ious ly  p a s t  t h e  watching Dodge. He t r a n s l a t e s  from 

Racine'  s ~ h 2 d r e :  " ' l i k e  Venus' . . . t o  h e r  prey.  '@" I s a ,  i n  

h e r  goddess l i k e  f u r y ,  i s  Venus o r  Aphrodite who caused 

Phaedra t o  f a l l  i n  l o v e  w i t h  h e r  own s tepson .  The arrows of 

Eros "abou t  t o  s t r i k e "  may e x c i t e  o r  r e p e l  love  between 

G i l e s  and Manresa. E i t h e r  way G i l e s  w i l l  know t h e  

inadequacy o f  mere l u s t  and come t o  I s a  f o r  r e g e n e r a t i o n  

of h i s  s p i r i t .  

A t  t h i s  p o i n t  beg ins  V i r g i n i a  Woolf 's  profound 

summation o f  t h e  p r o c e s s  by which she a s  a r t i s t ,  conce ives ,  

g e s t a t e s  and g i v e s  b i r t h  t o  a  work of l i t e r a t u r e .  The 

au tho r  o f  t h e  pageant  does  n o t  want Lucy 's  thanks*, f o r  a s  

Jane  Har r i son  t e l l s  u s ,  t h e  r e a l  a r t i s t  c a r e s  f o r  p r a i s e  

on ly  i n  p r o p o r t i o n  t o  h e r  c e r t a i n t y  of  succes s  (AR 213) .  

L a  Trobe h a s  launched h e r  p l a y  i n t o  a  s e a  of  c r i t i c i s m ;  a s  

she c rouches  a l o n e  i n  t h e  bushes ,  it seems t o  h e r  " a  

f a i l u r e "  (151) .  But o n l y  momentarily. The i n s p i r a t i o n  f o r  

h e r  nex t  p l a y  i s  s i g n a l l e d  by t h e  s y l l a b l i n g  s t a r l i n g s .  Old 

M r s .  Chalmers c r e e p i n g  through t h e  g r a s s  c a r r y i n g  a  bunch o f  

p inks  t o  h e r  dead husband ' s  g rave ,  s e t s  o f f  a  c h a i n  r e a c t i o n  

ending i n  t h e  - beg inn ing  of  t h e  p a i n f u l ,  l o n e l y  journey of 

t h e  a r t i s t  toward t h e  p roduc t ion  of  a  new work. Woolf 's  

symbolism i s  d a z z i n g l y  impl ic i t :  a chalmer,  i n  d i a l e c t ,  i s  a 

room o r  chamber; t h e  o l d  l ady  makes h e r  way toward t h e  



graveyard where are t h e  chambers o f  t h e  dead;  t h e  f l o w e r s  

she c a r r i e s  are a t y p e  o f  c a r n a t i o n ,  t h e  f l o w e r  o f  b i r t h ;  

i n  w i n t e r  s h e  c a r r i e s  h o l l y  o r  ivy--evergreen symbols of 

immorta l i ty-- to  fill t h e  v e s s e l  of  l i f e ,  t h e  v a s e  on t h e  

grave-mound. On h e r  r e t u r n  c a r r y i n g  t h e  dead f l o w e r s  she  
/ 

has  r e p l a c e d ,  she  d e l i b e r a t e l y  i g n o r e s  La Trobe. The 

v i l l a g e  women, who l i v e  i n  c o t t a g e s  w i t h  r e d  geraniums,  t h e  

s i g n  f o r  r a i n  and t h e  t h r i c e  y e a r l y  r i t u a l  o f  p loughing,  

make h e r  f e e l  an o u t c a s t .  Y e t  t h e y  a r e  h e r  i n s p i r a t i o n ;  she 

i s  t h e i r  s l a v e ;  h e r  t a s k  i n  l i f e  i s  t o  speak f o r  a l l  t h e  

members of  h e r  aud ience  and t o  make them unde r s t and  t h e  t r u t h  

of t h e i r  l i v e s  th rough  h e r  words: words spoken anonymously, 

f o r  t h e y  a r e  p a r t  o f  a language common to her and t o  them. 

The rewards  of  a  w r i t e r ' s  l i f e  come from t h e  a b i l i t y  

t o  c r e a t e  a n o t h e r  work r a t h e r  t h a n  from p r i d e  i n  t h e  one 

c r e a t e d .  "Triumph, h u m i l i a t i o n ,  e c s t a c y ,  d e s p a i r "  are 

t r a n s i e n t  emotions;  joy i n  t h e  work of  beg inn ing  a g a i n  i s  

t h e  o n l y  encouragement t h e  w r i t e r  h a s  t o  f a c e  t h e  " h o r r o r  

and t e r r o r  o f  b e i n g  a lone"  (153) .  S ince  t h e  mixed c r i t i c a l  

r e c e p t i o n  o f  Three  Guineas, Woolf w e l l  knew t h e  p e r i l s  of  

c h a l l e n g i n g  t h e  e s t ab l i shmen t ;  La T r o b e ' s  " v i l l a g e  laws".  

La Trobe ' s  f e a r  o f  " t a k i n g  something t h a t  d i d  n o t  p r o p e r l y  

belong t o  h e r "  r e f e r s  t o  t h e  p l a g i a r i s m  o f  which Woolf was 

sometimes accused  by c r i t i c s  (most n o t a b l y  Wyndham ~ e w i s )  

L who cou ld  n o t  d i s t i n g u i s h  it from parody or  a l l u s i o n .  The 

a c t r e s s  w i t h  whom La Trobe shared  h e r  bed and h e r  p u r s e  i s  



t h e  w r i t e r  she  once  w a s .  The woman who wrote  A Room of  

One's Own, a l t h o u g h  she  was a d d r e s s i n g  women, w r o t e ,  a s  I 

suggested e a r l i e r ,  f o r  men; t h e  woman who wrote  Three  

Guineas was p o l i t i c a l l y  uncompromising; t h e  woman who wrote  - 

Between t h e  Acts  r e q u i r e s  t h e  r e a d e r  t o  p a r t i c i p a t e  i n  t h e  - 

work i n  o r d e r  t o  unde r s t and  it f u l l y .  La Trobe,  l i k e  

Woolf, u n i t e s  h e r s e l f  w i t h  h e r  aud ience ,  y e t  g u i d e s  them 

through h e r  u s e  o f  t h e  language common t o  them a l l .  

La Trobe needs  i n t o x i c a t i n g  d r i n k  s i n c e  t h e  

es t rangement  from h e r  p r e v i o u s ,  more a r t i f i c i a l ,  non- 

p a r t i c i p a t o r y  s e l f ;  she  can no longe r  i n v e n t  a nove l  o r  a 

p lay  wi thout  i n s p i r a t i o n  from t h e  common people .  Dionysos 

i s  t h e  god o f  t h e  people ;  h i s  d r i n k ,  whether b e e r ,  wine o r  

t h e  whisky and soda B a r t  p r e s c r i b e s ,  w i l l  send c o a r s e  words 

t o  t h e  dep ths  of  h e r  mind l i k e  "maggots th rough  t h e  wate rs"  

t o  t h e  c a r p  i n  t h e  l i l y  poo l  (147) .  

La Trobe s t r i d e s  a c r o s s  t h e  lawn t o  f i n d  h e r  i n s p i -  

r a t i o n .  The l andscape  w i t h  i t s  c h a r a c t e r i s t i c  view beg ins  

t o  f ade  w i t h  t h e  t w i l i g h t ;  g r een  w a t e r s  seem t o  r ise  from 

t h e  e a r t h  t o  sweep La Trobe on h e r  q u e s t  "away from t h e  

shore"  (153) .  She t a k e s  h e r  c a s e  of  gramophone r e c o r d s  t o  

t h e  k i t c h e n  o f  t h e  p r i v a t e  house b e f o r e  she walks t o  t h e  

pub l i c  house. The c a s e  c o n t a i n s  t h e  songs and dances  which 

a r e  e s s e n t i a l  i n g r e d i e n t s  f o r  t h e  brew i n  h e r  cau ld ron  of 

r egene ra t ion .  She fumbles  f o r  t h e  l a t c h  of t h e  i r o n  g a t e  

and t h r u s t s  t h e  s u i t c a s e  t h rough  t h e  sma l l  a p e r t u r e  of t h e  



s c u l l e r y  window: s e x u a l  images p e r f e c t l y  i n  keeping with  

t h e  concept ion  o f  t h e  new work abou t  t o  germinate .  I n  t h e  

h o s p i t a b l e ,  smoke f i l l e d  atmosphere o f  t h e  v i l l a g e  pub 

"Bossy," a c c e p t i n g  h e r  cow's name, s i t s  and d r i n k s ,  "arms 

akimbo," b e f o r e  a  " c rude  g l a s s  p a i n t i n g "  of  a  cow, and one 

o f  a  cock and a  hen ( 1 5 3 ) .  

The p o s t u r e  i s  a  c u r i o u s  one f o r  d r i n k i n g ,  o r  even 

f o r  t h i n k i n g  u n t i l  we c o n s i d e r  H a r r i s o n ' s  d e s c r i p t i o n  of a n  

Egypt ian b a s  r e l i e f  showing t h e  o u t s p r e a d  wings of  Isis ,  
- 

mother and l i f e  s h e l t e r i n g  O s i r i s  a l l  o f  n a t u r e ,  a t  h i s  

r e s u r r e c t i o n  (AR 1 8 ) .  The c r u d i t y  o f  t h e  p u b l i c  house 

p a i n t i n g s ,  i n  t h e i r  execu t ion  and t h e i r  s u b j e c t  m a t t e r  

c o n t r a s t s  w i t h  t h e  a r t i s t r y  of  t h e  p i c t u r e s  of  t h e  long lady  

and t h e  a r i s t o c r a t i c  man i n  t h e  d i n i n g  room of  Po in t z  Ha l l .  

But b e e r  i n t o x i c a t e s  a s  w e l l  a s  champagne; barnyard  l i f e  . 
cannot  be  s e p a r a t e d  from n a t u r e .  La Trobe, Bossy, i s  

accompanied by h e r  symbols: t h e  cheap c l o c k  t i c k s  t o  remind 

u s  t h a t  t ime  i s  no l o n g e r  suspended; t h e  cow i s  n o t  bel lowing 

from t h e  meadow, no r  coughing i n  t h e  garden;  l i k e  t h e  b u t l e r ' s  

watch on t h e  l and ing  o f  Po in t z  H a l l  s h e  i s  encased i n  g l a s s .  

Her work i s  done. She p e a c e f u l l y  r e f l e c t s  t h e  c r e a t i v e  

p roces s  o f  t h e  anonymous a r t i s t  g i v i n g  b i r t h  t o  words t h a t  

may save  t h e  world from d e s t r u c t i o n .  

The most obvious  i n f e r e n c e  and I t h i n k  Woolf 's  

i r o n i c  i n t e n t i o n  i s  comparison w i t h  t h e  b i r t h  of Chr i s t - -  

supposedly i n  a  s t a b l e  among farmyard an imals .  C h r i s t ,  t h e  



Word of God made f l e s h ,  w a s  born t o  g i v e  humanity a second 

chance t o  a t t a i n  p a r a d i s e .  H i s  word was t h e  word o f  h i s  

f a t h e r ,  2000  y e a r s  ago a  new p a t r i a r c h a l  law of  l o v e .  I n  

1939, c o n s i d e r i n g  t h e  h i s t o r y  o f  e c c l e s i a s t i c a l  v i o l e n c e ,  

t h a t  law r e t a i n s  v e r y  l i t t l e  meaning. La Trobe, t h e  l i v i n g  

metaphor, i n c u b a t e s  words w i thou t  meaning; words t h a t  a r e  

t h e  nuc leus  of a  u n i v e r s a l  language informed by r e a s o n ,  

emotion and a l l  knowledge, and t h a t  can on ly  be  i n t e l l i g i b l e  

when heard by t h o s e  from whom t h e y  came--the e n t i r e  popula- 

t i o n  of t h e  n a t u r a l  world .  

The v i s i o n  i s  g r a n d i o s e ,  implying gen ius  o r  even 

p e r f e c t i o n .  The r e p r e s e n t a t i v e s  of  t h e  o l d  and new worlds  

and t h e  p a r t i c i p a n t s  i n  t h e  work i n  p r o c e s s  come t o g e t h e r  

f o r  t h e  l a s t  meal o f  t h e  day. I s a  has  renounced s t e r i l i t y - -  

speech le s s  and now i n v i s i b l e  Rupert  Haines,  and conformity--  

William Dodge, h e r  "semblab le" ,  t h e  l i p r e a d e r  who contem- 

p l a t e s  t h e  words of  o t h e r s  and h e s i t a t e s  t o  speak h i s  own 

thoughts .  She h a s  a l r e a d y  made h e r  d e c i s i o n  t o  assume t h e  

burden of  a r t i s t i c  i n t e g r i t y  by o f f e r i n g  h e r s e l f  a s  s a c r i -  

f i c e  on t h e  a l t a r  of  h e r  mother t h e  e a r t h .  She r e f u s e s  

G i l e s '  o f f e r  of a banana,  " i t s  sheaf  s l i c e d  i n  f o u r ,  

exposing a  wh i t e  cone."  H e  e x t i n g u i s h e s  h i s  l i g h t e d  match. 

"Out it went w i t h  a l i t t l e  f i z z  i n  t h e  r a s p b e r r y  j u i c e "  

(155) .  I n  P l u t a r c h ' s  l egend  Isis never  f i n d s  t h e  p h a l l u s  . 

t o  complete t h e  body o f  O s i r i s  she  reassembles  from t h e  

s c a t t e r e d  p i e c e s  g a t h e r e d  on h e r  voyage. I n s t e a d  she  makes 



and c o n s e c r a t e s  an image of  t h e  p h a l l u s ,  by which she  

conce ives  and b e a r s  a  lame c h i l d . 3  Isa r e f u s e s  t h e  lud i -  

c r o u s  banana image f o r  she  does  n o t  i n t e n d  t o  g i v e  b i r t h  

t o  a  deformed o r  unhea l thy  c h i l d .  Woolf h a s  t o l d  u s  how 

u n l i k e l y  it i s  t h a t  a  work of  g e n i u s  w i l l  emerge from t h e  

w r i t e r ' s  mind "whole and e n t i r e .  I 1  4 

On t h e  way from t h e  d i n i n g  room t o  " t h e  b i g  room 

with  t h e  windows open t o  t h e  garden" where t h e  nove l  begins  

and ends ,  Lucy s t o p s  f o r  a  "voyage i n t o  t h e  p i c t u r e "  pa in ted  

by C a n a l e t t o  o r  a  contemporary, appea r ing  a f t e r w a r d s  wi th  he r  

b l ack ,  sequinned shawl and r e f l e c t i v e  g l a s s e s ,  t i m e l e s s  a s  

t h e  waning moon, and t r a g i c  a s  I s i s  r e t u r n i n g  from t h e  sorrow- 
\ 

i n g  s e a r c h  i n  h e r  boa t ,  f o r  t h e  dead O s i r i s  ( 155 ) .  Isis 

is  f r e q u e n t l y  r e p r e s e n t e d  as b l ack  o r  wear ing a  b lack  

c loak .  Lucy p e r c e i v e s  a  v e i l e d  woman o r  perhaps  a  man, 

an  anonymous f i g u r e  i n  t h e  hood of  t h e  Venet ian gondola, 

reminding u s  t h a t  f a i t h f u l  Isis h a s  n o t  abandoned h e r  search.  

The b o a t  c a r r y i n g  t h e  human r a c e  r i d e s  on a  s e a  of  f a i t h  i n  

i t s  own worth: " t h e  s e a  on which w e  f l o a t .  Mostly impervious, 

b u t  s u r e l y  eve ry  boa t  sometimes l e a k s ? "  ( 1 4 9 ) .  Doubts may 

c r e e p  i n  b u t  t h e  boa t  w i l l  c a r r y  t h o s e  determined as Lucy 

i s ,  t o  u n i t e  t h e  d i s p a r a t e .  O s i r i s  and Dionysos ( t h e y  a r e  

i n t e r c h a n g e a b l e )  must b e  t r a n s p l a n t e d  t o  t h e  c i t y ,  as 

P e i s i s t r a t o s  t h e  long  aqo benevo len t  t y r a n t  o f  a n c i e n t  

Greece unders tood .  The modern a r t i s t  can  and must look f o r  

i n s p i r a t i o n  i n  t h e  busy s t r e e t s  ( o r  waterways) of  commerce. 



Every day r o u t i n e  occupa t ions  d i s t u r b  and i n t e r r u p t  

t h e  imagina t ive  p r o c e s s .  I s a  s e w s  and a t t e n d s  t o  h e r  

household b i l l s ;  G i l e s  and B a r t  r ead  t h e  newspaper; G i l e s  

s t u d i e s  b u s i n e s s  documents; M r s .  Sands makes up t h e  f i r e ;  

Candish s t o k e s  t h e  b o i l e r ;  Lucy k n i t s .  T i m e  pas ses :  " t h e  

second hand je rked  on" ( 1 5 6 ) .  I n  t h e  c i r c l e  of  t h e  r ead ing  

lamp, Isa has  an e x t r a o r d i n a r y  p e r c e p t i o n  of  B a r t ,  G i l e s  

and Lucy a s  i n d u s t r i o u s  i n s e c t s  r o l l i n g  pebb le s  o f  sunbaked 

e a r t h  i n  f r o n t  of them. "Bartholomew, G i l e s  and Lucy 

po l i shed  and n i b b l e d  and broke  o f f  crumbs" (157) .  They a r e  

l i k e  w r i t e r s  r e v i s i n g  t h e i r  works, sampling and s e l e c t i n g  

words. Crumb a g a i n  i s  Woolf ' s  metaphor f o r  word. The 

scarab  b e e t l e ,  v e n e r a t e d  i n  a n c i e n t  Egypt,  and connected 

wi th  O s i r i s  a s  sun god,  r o l l s  i t s  egg i n  a b a l l  o f  d i r t  i n  

f r o n t  of i t s e l f .  I sa '  s o b s e r v a t i o n  i m p l i e s  t h a t  l i t e r a t u r e ,  

i f  it i s  t r u l y  common ground,  may be nour i shed  t o  new 

growth by t h e  warmth and b r i l l i a n c e  of  t h e  s u n ' s  r a y s .  

"The c lock  t i c k e d . "  The day i s  over .  Lucy s t a n d s  

s i l e n t .  A s  Themis s h e  must p a s s  h e r  r e s p o n s i b i l i t y  f o r  

u n i f i c a t i o n  on th rough  Isa t o  t h e  b a b i e s  who s l e e p  i n  a 

s imula ted  d e a t h  o r  r i t e  o f  passage ,  benea th  paper  roses 

l e f t  over  from t h e  c o r o n a t i o n  two y e a r s  b e f o r e .  L i g h t  h a s  

faded from t h e  garden;  " r o s e s  had withdrawn f o r  t h e  n i g h t "  

( 1 5 7 ) .  The paper  r o s e s ,  i n f e r i o r  b u t  adequa te ,  temporary 

s u b s t i t u t e s  f o r  Isis '  symbols of  l ove ,  w i l l  p r o t e c t  t h e  

c h i l d r e n  u n t i l  morning. Coronat ion is  t h e  o r i g i n a l  form of 



c a r n a t i o n  and o f  c o u r s e  i s  a n o t h e r  r i t e  of  passage  from one 

k ind  of  l i f e  t o  a n o t h e r  of  g r e a t e r  r e s p o n s i b i l i t y .  

Bartholomew adds  h i s  app rova l  o f  t h e  paper  r o s e s  t o  

Lucy ' s  words. He i s  " l e a f l e s s ,  s p e c t r a l  and h i s  c h a i r  

monumental." He i s  O s i r i s  i n  h i s  c o f f i n ,  grown i n t o  t h e  

t runk  of  a  t r e e  from which t h e  branches  have been lopped. 

H e  goes  t o  rest ,  accompanied by h i s  dog who i s  a l s o  h i s  

embalmer.' Absorbed i n  h e r  h i s t o r y  book, Lucy r e a d s  t o  t h e  

end o f  t h e  c h a p t e r  where "man r a i s e d  g r e a t  s t o n e s . "  She 

c o n t i n u e s  t o  a f f i r m  h e r  f a i t h  i n  t h e  f u t u r e .  The Egyptian 

sun g o d ' s  b e s t  known totem was t h e  o b e l i s k ,  t h e  r a i s e d  s tone  

need le  and image of  a  r a y  of  s u n l i g h t .  I t  i s  a l s o  B a r t ' s ,  

Lucy ' s  and G i l e s '  totem, and t h e  symbol of t h e  p h a l l u s  

d e s i r e d  by I s a .  Lucy has  d i scha rged  h e r  r e s p o n s i b i l i t y ;  

h e r  c h a p t e r  i s  ove r  and she  h e r s e l f  becomes p a r t  of  h i s t o r y  

a s  she  t i p t o e s  from t h e  room i n t o  t h e  p a s t .  

G i l e s  and I s a ,  t h e  i n h e r i t o r s ,  set  a s i d e  t h e i r  

mundane a f f a i r s :  she  d rops  h e r  sewing; he  crumples t h e  

newspaper; t h e  s t a q e  i s  dark  and empty. The f i n a l  scene i n  

which Woolf l e a v e s  G i l e s  and Isa i n  da rkness  does  n o t  evoke 

t h e  pessimism of  Matthew A r n o l d ' s  " d a r k l i n g  p l a i n "  of t h e  

n i n e t e e n t h  c e n t u r y ,  nor  t h e  h o r r o r  o f  Conrad ' s  h e a r t  of 

da rkness ,  used by T.S. E l i o t  a s  an ep ig raph  f o r  t h e  waste- 

l and  o f  t h e  t w e n t i e t h  cen tu ry .8  The q u a r r e l  a t  t h e  end of 

a  day o f  s u s p i c i o n ,  f r u s t r a t i o n  and v e r y  l i t t l e  joy,  

v i c i o u s  and c r u e l  a s  it may be,  w i l l  r e l e a s e  powerful ,  



und i sgu i sed  f e e l i n g s  and end i n  a s e x u a l  embrace. 

The huge, symbolic, s e a t e d  f i g u r e s ,  r e m i n i s c e n t  of 

Egyptian temple  ca rv ings ,  l o s e  t h e i r  humanity and become 

t h e  p r i m i t i v e  gods which a r e  r e a l l y  n o t h i n g  more t h a n  con- 

c e p t i o n s  o f  t h e  human mind. I n  t h e  end t h e y  a r e  c r e a t e d ,  

i n  M i s s  La  T r o b e t s  imaginat ion:  " two s c a r c e l y  p e r c e p t i b l e  

f i g u r e s "  (154). The two f i g u r e s  emerging through smoke and 

haze a r e  I s a  and G i l e s ,  Isis and O s i r i s ,  Aphrodi te  and 

Dionysos; a l l  o u r  "unaccomplished a c t i o n s  and d e s i r e s , "  

r e v e a l e d  t o  u s  by t h e  a r t i s t .  The words t h e y  speak a r e  

V i r g i n i a  Wool f ' s ,  M i s s  La T r o b e t s  and o u r  own. Because a l l  

consc iousness  i s  i n  t h e  p r e s e n t ,  w e  c a n n o t  h e a r  t h o s e  words, 

f o r  a s  soon as  they  a r e  spoken, t h e y  are p a s t .  On t h e  o t h e r  

hand, consc iousness  i s  an a n t i c i p a t i o n  o f  t h e  f u t u r e ,  s o  we 

can neve r  cease, a s  t h e  c lock  t i c k s  away, t o  look forward 

t o  speak ing  them and t o  h e a r i n g  them. Woolf cou ld  n o t  t e l l  

u s  what w e  o u r s e l v e s  w i l l  say.  What s h e  d i d  w a s  t o  g i v e  

u s  an i m a g i n a t i v e  f i c t i o n a l  model o f  an  i n t e r v a l  i n  t ime ,  

i n  a world  h e l d  w i t h i n  t h e  c i r c l e  o f  i t s  own s i n g l e  revolu-  

t i o n ,  t o  r e f l e c t  on a l l  t h i n g s  p a s t ,  and t h e  encouragement 

t o  c o n t i n u e  t o  r ead ,  speak and t o  w r i t e  t o  each  o t h e r  of t h e  

t r u t h s  w e  may p e r c e i v e  beneath  t h e  v e i l  o f  Isis. 



AFTERWORD 

ACT TWO 

The t r a n s a c t i o n  between a w r i t e r  and t h e  s p i r i t  
o f  t h e  age  i s  one of  i n f i n i t e  d e l i c a c y ,  and 
upon a n i c e  arrangement between t h e  two t h e  
whole f o r t u n e  o f  h i s  works depend. 

V i r g i n i a  Woolf, Orlando 1928 

"How d i f f i c u l t  t o  come t o  any conclusion!"  ( 1 2 0 ) .  

But how impor t an t  t o  communicate. When La Trobe ' s  audience 

" t u r n e d  t o  one ano the r  and began t o  t a l k , "  M i s s  La Trobe, 

h i d i n g  behind h e r  t r e e ,  was ready ,  s c r i p t  i n  hand, t o  r eco rd ,  

t o  make whole, and g i v e  a common meaning t o  t h e  " s c r a p s ,  

and f ragments"  o f  t h e i r  c o n v e r s a t i o n  ( 9 0 ) .  Having, i n  a 

s ense ,  d e f i e d  t h e  " s p i r i t  i n  h i d i n g "  by t a k i n g  a p a r t  t h e  

t e x t  of  Between t h e  Acts  i n  o r d e r  t o  unders tand  more of 

V i r g i n i a  Woolf 's  meaning t h a n  seemed a t  f i r s t  appa ren t ,  I 

now h e s i t a t e  t o  o f f e r  any " s e r v i t u d e  t o  t h e  summing up," 

making words "impure,  " ,  meaningless ,  and t r y  t o  show i n s t e a d  

t h a t  my r e a d i n g  o f  t h e  t e x t  c o n t r i b u t e s  t o  u n i t y  ( 1 3 8 ) .  

The t h r e a d  of  communication between Woolf and t h o s e  

who c o n t i n u e  h e r  depends f o r  i t s  d e l i c a t e  s t r e n g t h  on what- 

i e v e r  "arrangement"  t h o s e  imbued w i t h  t h e  s p i r i t  of a new 

age,  modern r e a d e r s  and w r i t e r s ,  c an  make w i t h  a w r i t e r  I 

i whose work now seems t o  show h e r  d i s s a t i s f a c t i o n  wi th  a 
i 

language whose words have s o  many meanings and a r e  open t o  



s o  many i n t e r p r e t a t i o n s  t h a t  t h e i r  u s e f u l n e s s  i n  t h e  comrnu- 

n i c a t i o n  o f  i d e a s  i s  i n  q u e s t i o n .  

The q u e s t i o n  Woolf h e r s e l f  posed i n  h e r  1937 t a l k  

"Craftsmanship" was: "How can  we combine o l d  words i n  new 

o r d e r s  s o  t h a t  t h e y  s u r v i v e ,  s o  t h a t  t hey  c r e a t e  beau ty ,  

s o  t h a t  t hey  t e l l  t h e  t r u t h ? " '  H e r  answer t o  t h e  q u e s t i o n  

i s  g iven  i n  t h e  t e x t  of  Between t h e  Acts ,  i t s e l f  a  q u e s t  f o r  

t h e  language of beau ty  and t r u t h ;  f o r  a language of  u n i t y  

and community and t h e i r  e x t e n s i o n  s u r v i v a l .  Woolf t o l d  u s  

"we have t o  a l l o w  t h e  sunken meanings t o  remain sunken, 

suggested n o t  s t a t e d ;  l a p s i n g  and f lowing  i n t o  each o t h e r  

l i k e  r e e d s  on t h e  bed o f  a  r i v e r . "  I n  o r d e r  t o  r e a d ,  we must 

employ " t h e  imagina t ion ,  t h e  memory, t h e  eye  and t h e  e a r .  112 

The language of s u r v i v a l  i s  n o t  t h e  language o f  s e p a r a t i o n  

where each word p roc l a ims  one s e p a r a t e  f a c t u a l  meaning. 

Woolf p rophes ied ,  w i t h  some s c o r n ,  t h a t  a language of  signs--  

s t a r s ,  ar rows and s o  f o r t h - - w i l l  e v e n t u a l l y  s u f f i c e  t o  

communicate s imple  f a c t s .  T r u t h  can come from t h e  u n s t a t e d ,  

t h e  hidden,  t h e  " s l a n t "  i n  a  w r i t e r ' s  t e x t .  And t h e  

" t r a n s a c t i o n "  r e a d e r s  o f  eve ry  age  can make wi th  t h e  w r i t e r  

i s  t o  a l l o w  t h e i r  emotion,  r ea son  and f a m i l i a r i t y  w i t h  

language t o  s i n k  i n t o  t h e  f e r t i l e  mud o f  t h e  mind i n  cornbi- 

n a t i o n  w i t h  the w r i t e r ' s  wards: a  communal a c t  t o  evoke 

unique meanings. W e  can  o n l y  d e s c r i b e  what we have a c c e s s  

t o .  But w e  c anno t  deny t h e  p e r c e p t i o n s  o f  o t h e r s .  Although 

we may a rgue  wi th  them. . . .  



Out of  t h e  d e s i r e  t o  r each  a "common conc lus ion"  

comes t h e  argument; from t h e  argument comes t h e  u n i t y  which 

conce ives  ano the r  work of poe t ry ,  f i c t i o n  o r  c r i t i c i s m  

(135) .  I f  f u t u r e  l i f e  depends on r e / c r e a t i o n  th rough  

c o n f l i c t ,  a s  t h e  ending of  Between t h e  Acts  s u g g e s t s ,  we a s  

r e a d e r s ,  s p e a k e r s  and w r i t e r s  must f i n d  a p l a c e  i n  t h e  

community t o  p a r t i c i p a t e  i n  t h e  c r e a t i v e  c o n f l i c t .  Finding 

t h a t  p l a c e  i s  t h e  p o l i t i c a l  r e a l i t y  which Woolf unders tood 

and which s h e  l e f t  u s  t o  d e a l  wi th .  

V i r g i n i a  Woolf s i n v e n t i o n  of  " t h e  common reade r "  

s u g g e s t s  a community from which no-one need be  excluded.  

However c r i t i c s  Barbara  C u r r i e r  B e l l  and Caro l  Ohmann p o i n t  

o u t  t h a t  t o  Woolf t h e  e x i s t e n c e  of  t h a t  community was never 

a fo regone  c o n ~ l u s i o n . ~  The s t r u g g l e  t o  f i n d  e q u a l i t y ,  

and freedom t o  w r i t e  o r  t o  speak i s  d a u n t i n g  a s  t h e  umpteenth , 

r e v i s i o n  o f  a book. w o o l f ' s  Orlando found equa l i t y - - she  

had n e i t h e r  t o  f i g h t  a g a i n s t  no r  submit  t o  t h e  demands of 

h e r  age.  And having  found h e r  p l a c e  i n  t h e  world:  "She wrote. 

She wro te .  She wrote .  11 4 

Our f i g h t  i s  a g a i n s t  t h e  enemy common t o  u s  and t o  

t h o s e  b e f o r e  u s  on t h e  l i t e r a r y  continuum: V o l t a i r e ' s  

l l i n f $ m e ,  J a n e  H a r r i s o n ' s  " a r c h p a t r i a r c h a l  bourgeois , "  

V i r g i n i a  Wool f ' s  educa t ed  men.5 We wage w a r  w i t h  a common 

weapon: l anguage  c o n s t a n t l y  renewed and r e v i t a l i s e d  by the 

d e s i r e  t o  f i n d  a p l a c e  f o r  a l l  i t s  forms and v a r i a t i o n .  The 

compl i ca t ed ,  t i r i n g  work of c r e a t i o n  conti-nues because,  l i k e  



La Trobe's  audience i n  Between t h e  Acts ,  w e  a r e  t o g e t h e r  

" (s tooping,  pee r ing ,  fumbl ing) .  . .And t h e r e  i s  joy,  sweet  

joy i n  company" ( 1 4 3 ) .  Any v i s i o n s  of " g l o r y " ,  t h e  r e v e l a -  

t i o n s  of t r u t h  t r anscend ing  t h e  " d a i l y  d rop  of t h e  d a i l y  

b i l l "  a r e  n e c e s s a r i l y  momentary. " O r  eve ry  man be  b l i n d .  11 6 

AS long a s  we c a r r y  on w i t h  ou r  work, t h e  second a c t  of  t h e  

drama we a r e  making t o g e t h e r  w i l l  never  be  played o u t .  For 

a s  each word i s  spoken it becomes p a r t  of  t h e  f i r s t  a c t ,  t h e  

p a s t .  And it w i l l  n o t  be c r i t i c i s e d  u n t i l  t h e  a n t i c i p a t e d  

b u t  u n a t t a i n a b l e  f u t u r e .  

' I 
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\ -. 
' l ~ o h n  Lempriere, Lernpriere' s C l a s s i c a l  D ic t iona ry  

of Proper  Names i n  Ancient  Authors (London: Routledge and 
Kegan Pau l  L td . ,  1958) and Larousse ,  p.  131. 

1 3 ~ a r y  Daly , Gyn/Ecology (Boston: Beacon, 1978 ) , 
pp. 194, 82.  



1 4 ~ o o l f ,  A Writer's Diary ,  p. 264. 

1 5 A s  You Like  I t ,  11, v i i ,  167. 

16 Har r i son ,  Prolegomena, pp. 412-415. 

1 7 ~ i r l o t ,  pp. 233-234. I n  numerology seven i s  
symbolic of  p e r f e c t  o r d e r  and of  p a i n .  Nine i s  t h e  symbol 
of t r u t h  and t h e  t h r e e  worlds ,  Heaven, E a r t h  and t h e  Under- 
world. I t  i s  t h e  l a s t  i n  t h e  numerical  series b e f o r e  it 
r e t u r n s  t o  one o r  u n i t y .  

1 9 ~ a r r i s o n  , Prolegomena, p. 26. 

2 0 ~ n t o n  Chekov, "The Seagu l l ,  I' P l ays  (Middlesex: 
Penguin,  1 9 7 8 ) ,  p. 121. 

2 3 ~ a r c u s ,  " P a r g e t i n g  t h e  P a r g i t e r s ,  " pp. 433, 429. 

2 4 ~ ~ ~ l f ,  "Women and F i c t i o n ,  I' C o l l e c t e d  Essays 11, 
p. 147. Here Woolf e q u a t e s  t h e  woman a r t i s t  w i th  t h e  b u t t e r -  
f l y .  I n  October,  1935, Woolf hung a c a s e  of  b u t t e r f l i e s  
s e n t  from South America over  t h e  p o r t r a i t  of h e r  " p u r i t a n  
a n c e s t o r . "  The b u t t e r f l i e s  caused h e r  t o  t h i n k  of  " t h e  
d i f f e r e n c e  between two worlds ."  See Woolf, L e t t e r s ,  V, 
pp. 438-439. 

2 7 ~ o o l f ,  "The Leaning Tower,' pp. 148, 179. 

2 8 ~ r a v e s ,  The Greek Myths 11, Index , p. 397. 

2 9 ~ o o l f ,  "The Leaning Tower," p.  175. 



NOTES 

CHAPTER FOUR 

\ 

' ~ a c i n e ,  Phedre,  B a r t l e t t ,  1, iii, p. 378. 
/ 

"Ce n ' e s t  p l u s  une a r d e u r  dans  m e s  v e i n e s  cachee:  
C ' e s t  Venus t o u t e  e n t i s r e  a  son p r o i e  a t t achgee . "  

" I t  is  no l o n g e r  a p a s s i o n  hidden i n  my h e a r t :  
it i s  V&US h e r s e l f  f a s t e n e d  t o  h e r  prey."  

See Woolf 's  d i a r y  e n t r y  f o r  October 2nd 1929: " A n d  
I s h a l l  go i n  and r e a d  ~ h s d r e ,  having picked some apples.! '  
Diary 111, p. 259. 

2~yndham Lewis, i n  Chapter  V ' V i r g i n i a  Woolf, ' 
"Men wi thou t  A r t , "  The C r i t i c a l  He r i t age ,  p. 336. 
Lewis d e s c r i b e s  e p i s o d e s  i n  Woolf 's  M r s .  Dalloway a s  " e x a c t  
and p u e r i l e  cop ie s "  o f  s cenes  i n  J o y c e ' s  Ulysses .  

4 ~ o o 1 f ,  A Room of  Onel s Own, p. 50. 

'Harding, p. 185. 

6 ~ a r o u s s e  , pp. 31-32. 

' ~ a r d i n ~ ,  p. 174. 

'Arnold, "Dover Beach," 1. 35. p. 54. 



NOTES 

AFTERWORD 

' ~ o o l f ,  "Craf tsmanship, '  p. 249. 

2 ~ o o l f ,  "Craf t smanship ,"  pp. 247,248. 

3 ~ a r b a r a  C u r r i e r  B e l l  and Caro l  Ohmann, "Vi rg in i a  
Woolf' s C r i t i c i s m :  A Polemical  P r e f a c e ,  " ed.  Donovan, 
Femin i s t  L i t e r a r y  C r i t i c i s m ,  n o t e  10 ,  p. 60. 

4 ~ i r g i n i a  Woolf, Orlando,  ( N e w  York: Harves t ,  1956) , 
p. 266. 

' ~ a r r i s o n ,  Prolegomena, p. 285 and Woolf, Three 
Guineas,  p. 6. 

6 ~ r n i l y  Dickinson,  The Complete Poems ed. Thomas H. 
Johnson (Toronto:  L i t t l e  Brown and Company, 1 9 6 0 ) ,  #1129 
c. 1868, p. 506. 
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