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I n  my study of  t h e  novels  of  Vi rg in ia  Woolf, I have noted t h e  re- 

c u v e n c e  of a n a r r a t i v e  technique which I call t h e  "secondary re f l ec to r . "  

Th i s  is a chgracter, secondary t o  t h e  c e n t r a l  consciousness, who provides 

( f o r  t h e  reader  as wel l  asJ f o r  t h e  o t h e r  charac te r s  i n  t h e  s t o r y )  an  ex- 

ternal, order ing perspect ive  on t h e  c e n t r a l  charac te r ' s  thoughts and 
- - - 

act ions .  Such a perspec t ive  is extremely b e n e f i c l a l  t o  t h e  "stream of 
- 

consciousness" novel,  for it mediates between t h e  two worlds of sub- 

ject2ve and ob jec t ive ,  inrier  and outer, r e a l i t y .  a 
However, Woolfcs p a r t i c u l a r  use o f  t h i s  motif goes considerably 

beyond t h e  ques t ion of  technique i n  stream of consciousness writ ing.  Fore 

s i g n i f i c a n t l y ,  t h e  r e l a t i o n s h i p  between t h e  c e n t r a l  consciousness and t h e  

secondary r e f l e c t o r  developes, i n  t h e  course of  Woolf's career, i n t o  an  

l m g i n a t i v e  v i s ion  which involves  a d u a l i s t i c  approach t o  r e a l i t y ,  an  

approach t h a t  incorpora tes  both s u b j e c t  and ob jec t ,  spiritual and mat- 

e r i a l  i n  t h e  percept ion of  t ru th .  

'rihile tine embryo f o r  t h i s  v i s i o n  begins t o  form i n  h e r  e a r l i e s t  

novels, it is  i n  Vi rg in ia  Woolf's middle (and most accomplished) novels t h a t  
I 

t h e  i n v e s t i g a t i o n  i n t o  t h e  nature  of  r e a l i t y  us ing  a d u a l i s t i c  perspect ive  is 
- 

f u l l y  rea l i zed ,  and it is also i n  these  novels (and p a r t i c u l a r l y  To The Light- -- 
house and The ~ a v e s )  t h a t  t h e  a s p e c t s  of a d l a l e c t l c  v i s i o n  p lay  an increasing- - -- 
l y  s i g n i f i c a n t  role i n  Woolf's creakive pwcess .  If, in-=. Ds-llowa~, t h e  

p r i m r y  concern is t o  d i s t i n g u i s h - r e a X t y  from i l h s h & ~  pu'hlic 

con_*lrmatio~ of  t h e  p r i v a t e  vision, t h e  lmpl lca t ions  of  t h a t  mode of per- 

-ceivin,g r e a l i t y  take on even g r e a t e r  s ign i f i cance  when w e  f i n d  them, i n  

To The i i h t h o u s e  and The Waves, serving as t h e  p r i n c i p l e s  of  woolf's -- 



Abstract ,  continued 

%a 
aes the t ics .  I n  - M r s .  Dallonay, it is  i n  the  Interplay between Pe t e r  

Walsh8 s object ive  perspective and  Clar issa 's  personal v i s ion  t h a t  

Clar issa 's  final lcoment is given r e a l i t y .  I n  -- To The Liiqhthouse, Woolf 

see? 
asway t o  extend t h a t  v i s ion  beyond the  moment, and here  art comes 

t o  t h e  rescue by providing an  analogue f o r  t h a t  v i s ion  t h a t  w i l l  e x i s t  

ex te rna l ly  i n  time. Iiere the emphasis -- is on t h e  artist - - perceiving r a t h e r  

than t he  subject  perceived. Xow we f i nd  both sub jec t ive  and object ive  

perspectives operating with t h e  r e f l e c t o r / a r t i s t ,  a s  L i ly  Briscoe must 

Y weave a thread fmm one t o  t h e  o the r  i n  order t o  r e a l i z e  he r  paintf~lg .  

But, j u s t  a s  -- To The Lighthouse c a r r i e s  us  beyond &. Dalloway 

by placing t h e  momentary v i s ion  within t h e  context of a r t  and allowing 

it t o  e x i s t  i n  time, so The Waves takes  us  considerably beyond t h e  moment 

i n  Lighthouse when t h e  nork of ar t  is completed. Having i d e n t i f i e d  t h e  

secondary r e f l e c t o r  with t h e  artist, Woolf now dea l s  with time within t h e  

artist's l i f e  as t h e  rhythms of perception continue t o  work after t h e  

v i s ion  o r  work of ar t  has been realized.  Here t h e  c e n t r a l  consciousness 

and r e f l e c t o r  of t h a t  consciousness merge i n  t h e  same body, as Woolf, i n  

her  most autobiographical novel, comes t o  r e a l i z e  t h a t ,  f o r  t h e  a r t i s t ,  t h e  

perceiver  and t h e  subject  perceived cannot be separated. 

A c lose  examination o f  t h e  re la t ionsh ip  between the  secondary re- 

f l e c t o r  and t h e  c e n t r a l  consciousness w i l l  provide an  avenue i n t o  t h e  

study of t he  dfalecti c a l  m c e m  which are eIRbeddect withfir t h e  tmgfnstive 

f a b r i c  of %sIf"s nw&ls and uhich infarm Woolf's qusst to fid a kind of 

Coleridgian whole t h a t  w i l l  contain without compromise t h e  dynam.5 re la t ion-  3 
ships between these  opposing forces. 
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- - - - - - 

P e d p s  t h e  most s ign i f ican t  change from the  nineteenth- t o  t h e  

twentieth-century novel is t o  be found i n  au tho r i a l  perspective. The 

discriminatihg,  sxp1idtly m a  L Y ) V ~ ~  of MdUB8 a q t ,  

au tho r i a l  in t rus ions  uhich, as Virginia Woolf notes  i n  WPhases of 

Fiction, '  "even i f  [they] impeded u s  i n  Dickens and George E l io t ,  upheld 

us  and control led us,"' g ive way to a Jamesian quest  f o r  t h e  "sir of 
- - - - -  

r ea l i t y "  i n  which t h e  all-knowing omniscient n a n a t o r  is tzansformed 

i n t o  a "centre of consciousness" with ordinary h m n  l imita t ions .  

, BecauseAhere was rto fenger a consensus of opinfon c o n c d n g  what 

- ' r ea l i ty '  was; the author  hadato re l inquish the prac t ice  of t e l l i n g  us 
t 

what th ings a r e  (am wig it t h e  luxury of knowi-rig h i s  assuircptions were 
* 

generally .embnrced) i n  favor  o f  thg more d i f f i c u l t  task of shouing us  * 
.% that they might be. The result is a nar ra t ive  voice t h a t  is not only 

.+ "4 

."impersonaln and ind i r ec t ,  but SP many cases, ambiguous. T h e  usual 
'I ' I - 
. suppprts," Uoolf continues, "the props and s t r u t s  of t h e  conventions, 

expressed o r  observed by t h e  wr i te r ,  are removed, Everything seems 

aloof from in terference,  thrown open to discussion and li&t , &though 

restir.€ or? no v i s i b l e  support. For the  minds of nfiich this world i s  

composed seem oddly f reed from t he  pressure of t he  o ld  encumbrances and 

ra i sed  Btmve t h e .  stress of circumstances, n2 

But if the  post-Victorian, post-Edwardian nove l i s t s  were free of 

"old encumbrances," they nevertheless found t k e r t l s e ~ e ~ e r t t e ~ k n i n g s  host  
- 

LI 

of new d i f f i c u l t i e s ,  not t h e  least of which revolved around Wle questie~ 
d 

of conuaunication with the  reader, By turning t h e i r  a t t e n t i o n s  t o  t h e  

"imrsrdness of sxperienca* r a the r  than project ing t h a t  experience i n t o  

t h e  exfernal world, these miters had t o  r e l y  'on thg subt le  nuances of 



character izat ion rather than t h e  less than sub t l e  digress ions and in- 

t rus ions  of an omniscient narrator. ' 

I n  addi t ion  to t h i s ,  t h e  rarsoval of a guiding author  a l s o  pu t  

more pressure on t h e  feader t o  assume uhat had previously been t h e  

a;thor*s sole responsibi l i ty .  . The stream of consciousness novel, as Leon 

me1 pofn€s ou€ , lrs-rPed Z 5  t u r n t h e r e a d e r  i n t o  an author  t it was he, 

ult imately vflo put  t h e  s to ry  together. . . ."4 The reader, then, has . 

become the  c r ea to r  of t h e  novel and t h e  drama t akes  place no t  so much i n  
f- 

t he  s t o w  ( a s  Edel notes elsewhere, t he re  is no story) but i n  the  reader's . 

mind, in the  attempt t o  group together  and make sense of t he  disparate' 

elements within t h e  character's s t r e a m  of~consciousness.  The reader must 

acquire  the  same "rage f o r  wonderment" t h a t  James demanded of a l l  of h i s  

characters a t  the  same t i m e  he  is forced "to hold to two l e v e l s  of 

awareness t t h e  story as to ld ,  and t h e  s to ry  t o  be deduced. "5 I n  f a c t ,  
- - 

according t o  Virginia &lf, by giving over a t  least part of t h e  task  of 

-creat ing to t h e  reader,  t h e  modem writer is f i n a l l y  acknowledging what 

has been the  reader's tendency a l l  along, fo r ,  as she wrttes i n  h e r  essay 

f o r  t h e  common reader8 "Above a l l ,  [the common reader3 is guided by an.  

i n s t i n c t  to crea te  f o r  himself, ou t  of whatever odds and ends he can come 

by, some kind of whole. . . . He never ceases, as he reads, to run up4 

so i e  r icke ty  and ramshackle f a b r i c  uhich s h a l l  give him t h e  temporary 
- - -- - 

sa t i s fac t ion  of looking su f f i c i en t ly  l i k e  t h e  real object  t o  allow of 

affect ion,  laughter ,  and argument. " 6 

\ 
However, while Virginia Woolf was one of the first  novel i s t s  t o  

a c k n o w l q e  the  reader 's  r o l e  i n  t he  new novel, she was jus t  as quick t o  

c r i t i c i z e  those wr i t e r s  ( t he  Edvardians were t h e  primary kffeaders)  uho 



would put too great a burden on the  render to bring to the novel all the  

writer had left out  r "[the Edmrdianes] books, then, were incomplete as 

books and required that the reader should f i n i s h  them, act ively and - -  

pract ical ly,  f o r  himself. Similarly, she was also  lesry of those 

writes (~emlngway is the  one she singled qut f o r  chastisement) who, by 

would force "the reader t o  do ra ther  more than his share of t h e  work of 

creation. 8 
- 

But uhile  t h e  problem of perspective m y  have been c l a r i f i e d  by 

the recognition of the reader's ro le  i n  the experience of the  new novel, - 
it has by no means been removed f r o m  t h e  writer's concern. Indeed, the  

f a c t  t h a t  the reader is called upon t o  come up with "some kind of whole" 

- presupposes that there  is, a f t e r  a l l ,  some kind of pat tern (nebulous and 

scattered though it may be) behind the  conception of ' the novel. 

Therefore, while the  wr i ter  may allow his retaders more space t o  

feel t h e i r  own way through the novel, he cannot t o t a l l y  abdicate h i s  

responsibili ty t o  supply the  i n i t i a l  design. A s  Wayne Boothargues i n  The 

Rhetoric of FAction, "the authores Sudgplent is always present, always - 
-evident t o  anyone who knows how t o  look f o r  it . . . though the author 

oan t o  some exteat choose h i s  disguises, he can never choose to dis- 

rppearmm9 mile the axigencles of t h e  stmaa of consciousness novel 

to ta l ly  subsumed in the dlsomiera3 f l u i d i t y  of the mlnd he l a  exploring 

wfthout some kind of guide to keep both "the a e r  a.nd writer  on course 

within, as Woolf puts  it, -that stream which people call, so oddly, 



consciousness. "I0 Indeed, Booth argues t h a t  'the need f o r  authorla2 ' * 
r 

judgment increases,  na tura l ly  enough, with the  increasing complexities - 
-%- 

o f  v i r t u e  and v i ces  within t h e  same character,"" and he goes on t o  

poin t  out  t h a t  Y o  decide t h a t  your narrator s h a l l  not  be omniscient 
F - " 

A decides p r s c t i c a l l y  nothing. The hard question is: J u s t  how inconscient 

sha l l  he be?"'' 

The problem, then, f o r  t h e  writer of stream of consciousness 

" 
is t o  provfde t h a t  indispensible  guide d t h o u t  s a c r i f i c i n g  t h e  i n t e g r i t y  

- -  - 

o f  the  *atmoSphere o f  the-mindwU tihere the comicXKd ser ious  flow together-  O 

and r e a l i t y  may res ide  anywhere throughout a spectrum of  poss ib i l i t i e s .  

While some c r i t i c s  (Paul Goodman is one) have argued t h a t  t h e w  should be 

more r s t h e r  than less interference by the author ( " ~ e n e r a l l y  , i n  any poem 

where the  comic and ser ious ,  or o the r  e t h i c a l  kinds are mixed continually,  
F ,  -- 

t he re  is required t h e  systematic interference of the na r r a to r  t o ' d i r e c t  

- t h e  reading, "I4) yet ,  f o r '  t h e  nove l i s t s  i n  t he  ea r ly  twentieth-century 

t h e  pursu i t  o f  an "air of r e a l i t y H  (which is, a f b r  al l ,  t h e  j u s t i f i ca t ion  

f o r  concentrating on t h e  i n t e r i o r  consciousness) forbade t h e  use of those 

artificial and obvious conventions which writers of earlier periods 

found so useful  t o  insure that t h e  reader was r e c o m i n g  t h e  k r r e c t  

15 signposts. 

Therefore, i n  presenting t h a t  "incessant shower of innumerable + 

<* 

atom. . . as they shape themselves fnto-the--rife of -Monday-m Ttie-sz~ay;~'~~ 

a perspective to in- that the d e r  is ab le  t o  sort out  t h e  gold 

from t h e  dross!? What ms needed, Virginia Woolf noted, was ,something 
C 

that would serve t h e  function of a Greek chorus o r  t h e  au thor ia l  in t rus ion  



but would still allow t h e  author  t o  maintain t he  r e a l i s m  of stream of 
- 

consciousness: 
- / + * .  

L. 

. vho can bmrnent, o r  sum up, o r  allow t h e  poet  t o  $ 
speak himself o r  supply, by cont ras t ,  another s i d e  t o  
h i s  conception? Always i n  imaginative literature, 

I 
where -cters speak f o r  themselves and t h e  au thor  

D 

stitute--Thackeray speaking i n  h i s  own person,< Fielding 
coming out and addressing t h e  world befolp h i s  curta,in. 
rises, So t o  grasp t he  meaning of  t h , ~  play t h e  chorus 
is o f  ~e~ ~~~~~ Orre nust be abze tu' 
pass  ea s i ly  into those ecs tas ies ,  those wild and ap- 
parent ly  i r r e l evan t  ut terances ,  those sometimes o b  
vious and commnplace statements, t o  decide t h e i r  
relevance o r  i r r e l e - k n c  and give them t h e i r  re la5ion fa t o  the  play as a whole. i * - k .$ - 

One way t o  provide t h e  reader with a key to  t h e  novel. without 

sacr i f ic ing  t h e  f l u i d i t y  of t h e  perspebtive o r  t h e  imperso&lity of t h e  

author  is ta make use of what dames c a l l s  a o r  "secondary- 

o r  *tuut Guiget recognizes as an  "snsweridg witness, "20in . 
a 

other  words, a character  o r  characters  secondary to t h e  Oentral con- - 
sciousness who provide confirming, evaluating, o r  ordering p e r s p e c t i b e  

f o r  the cen t r a l  charscter ' s  thoughts and actions. 1n  addi t ion  to t h i s ,  - 

22 t h e  secondary reflectoF also provides% kind of touchstone f o r  t h e  

reader  as he f i n d s  himself increasingly immersed i n  t h e  cen t r a l  

t e l l i g i b l e  u n t i l  he discovered through a secondary character  (pas tor  

-) an angle of v i s ion  on Miriam t h a t  gave him t h e  necessary p e p  

spect ive on her  character. 23 



24 on outprd appearances,-, Auro ra ,  t& o m  namtores i . puc l t ,  
1 

if not explicit, pretensioe to *wfb-qR %he principal character epes 
A, 8% 

i&nst one of uoows .oat strongly h e H  convictio116 about om per- 
[ 

* -s Q* ,., 
aptions of other people rrhich is &t we--r?annnt ever completely micncw" 

not be wrnrmed up in J m b e s  Room because people a m  agt sums but 

Mooman oqptnic unities that n y  %e better or worse, gzwster o r  less, 

tbe outside-observer sad yet mke use of the ob$xtive perapedfae it . 

resder t o  penetrate t o  the inner KS& of the central character a l e  the 

reflector (more lr&qpatd isto the life of the mvel than the psssive 

Ihese, then, a m  sore of the tecb lca l  advazrkges of' a secoadsry 

rsflecbr. Hawever, V o o l f e s  particular rrse of t h i s  &if goes considexably 

+ L? 



#O W ~ C ~ ~ U S I W S S - ~ ~  the m n d s r y  reflector becomes 1 t:ielf a 
I )  

I 

them whi& goes to the heart of her h a g h a t i v e  vision; indeed, I t  , 

idonas the very substance of that vision, As we shall see, the 

belleves reality nilght k perceived. 



m%te it out  of-G i n  a staG .-. .) =this theme may be s e n t h e s t a l .  

f r o m  her  critics, she was not r e l u d a n t  to  point out ' (significantly,  

' through the  perspective of the secondary the  sent iaantal  

lapses in her  own central  charactem. As Jean Alexander notes, "Voolf 

is meticulous i n  showing the  danger of sentimentality as w e l l  as the  

m o r e  

than 

Indeed, it is not surprising that V i r g i n i a  Woolf uas more wary 

most people of the  mind's a b i l i t y  to d i s t o r t  rea l i ty .  A victim of 

periodic insanity,  she was oftentimes dependent on the  people around her 

f o r  her  sense of rea l i ty ,  Moreover, t h i s  dependence on other  people f o r  

confirmation of her  own perceptions was not limited to her periods of 

ha l luc imt ions  but carried over i n t o  her  work. V i r g i n i a  Woolf was 

extremely sensi t ive to the  cr i t ic ism her  novels received and oftentimes 

the suspense of waiting f o r  her  friends' approval of  her  uriCing brought 

on an  at tack of her illness, ironically producing the  kind of i l lus iona l  

visions she feared her  novels would be damned for. Her works, then, were 

the vehicles f o r  he2 private visions, written, as Guiget notes, "to go 

a f t e r  truth--your own t r u t h  o r  other  people's, confronting them with one 

another f o r  the firal veniict"72 and therefore it was necessary f o r  this 
2 

private vision to achieve its validation in the  public arena. Further- 

rmre ,  it was not so much popular success that she longed f o r  but "under- 
I 
~tandlng'~~ fmm ,-. sel@ed f r iends  whose lucid judgment she respected. 

Yer fear g s  36; that her  n ~ v e l s  wouldn8t s e l l ,  but t h a t  the; would be 

"dismissed as negligible. "* "Her sleepless nights,' Quentin Bell  urltes, 

"were spent i n  wondering whether her art, the  *ole meaning and p 



of her  l i fe  was fatuous, whether it might not be b r n  to  shreds by a 

blschprge of c rue l  laughter. "35 Underlying h e r  f e a r  of criticism was 

t he  fear not only that h e r  novels were bad but (what was worse) t h a t  

they were i l lus ions ,  inauthentic,  and false. "Her dread of t h e  ru th l e s s  

mockery of t h e  world," B e l l  continues, "contained within it t h e  deeper 

f e a r  t h a t  h e r  art and therefore  h e r  self was a kind of sham, an i d i o t ' s  
- -- 

dream of no k u e  t o  anyone. "' 'Suppose one woke and found oneself a - 

fmud?" she n o t e  i n  h e r  diary, "It uas pa& of my madness t h a t  h o r m r W n n  
B 

Living a t  a time uhen r e a l i t y  uas no longer a matter of general  consensus, 
: 

it was of primary importance f o r  Woolf to Iyve he r  own p r iva t e  v i s ion  of 
- 

t r u t h  confirmed by o the r s  both i n  her  personal l i f e  and i n  h e r  novels. 3 

'. 

"To believe that your impressions hold good f o r p t h e r s , "  a e  wrote, "is 

t o  be relwj.ed from t h e  cramp and confinemerrt of personali ty.  ,I 38 

But t h i s  is not t o  say that Woolf was t o t a l l y  dependent on others  

f o r  he r  o m  sense of r ea l i t y .  Rather, she believed t h a t  t r u t h ,  o r  

r e a l i t y ,  would only emerge through t h e  combination of subject ive and o& 

ject ive (or ,  outside) perceptions. "She was fascinated by t h e  f ac t , "  

Jeremy %adhorn  poin ts  out ,  Y h a t  a human being's d i s t i nc tnes s  only re- 

vea ls  itself through contact  with o ther  people, and can only be f u l l y  . 
perceived by another person. Ye exist simultaneously i n  terms of but 

d i s t i n c t  from other  people--together with and apart f r o m  them."3 

The need to distinguish between r e a l i t y  and i l l u s i o n  and the  means 

of do- so by submitting t h e  inner  vis ion to public confirmation o r ,  
\ 

transforming it i n t o  an object ive form such as art, resu l ted  i n  a two- 

approach t o  r e a l i t y  involving both subject ive and object ive 

t h e  f l u i d i t y  of f ee l ings  and the  order of mason i n  t h e  f inal  



perception of'' t ruth.  I n  h e r n o v e l s  Wolf was able  to accomplish t h i s  

interplay of perspectives i n  the__pla t ionship  between the  cent ra l  con- 

sciousness and the secondary reflector. With t h e  cent ra l  consciousness 

she could delve i n t o  t h e  inner recesses of the  mind and follow the  f l u i d  

stream of random impressions while simultaneously the  perspective o i t h e  

outside r e f l ec to r  allowed he r  t o  determine the  significance of these 

subjective impressions f r o m  another point of view. 

Fur$hermore, while Woolf uas aware t h a t  t h e  r e f l e c t o r r s  view 

might also -be subjective,  that v i e w  i n  combination with others  allows 

40 f o r  wfirtt Laurence Durrell  calls "a prism-sightedness" or ,  as Auerbach 

explains it, "a close approach to objective r e a l i t y  by means of numerous 

sug jektive impressioqs received by various individuals. i h e  secondary 

reflector,  then, a c t s  as a bridge between the  two worlds of outer  and 

inner  r ea l i ty ,  therefore relievilig t h e  stream of consciousness novel 

from a kind of preciousness t h a t  may r e s u l t  f r o m  an over emphasis of the  

inner l ife t o  the  exclusion of a l l  t h a t  l i e s  outside the  world of the  

nind. i n  "Notes on an Elizabethan Play" Virginia Woolf m i t e s  about the  

7 
need f o r  a perspective t h a t  would ascend M the  heights  of pure inagin- 

a t ion  ("the Land of t h e  unicorn and the  jeweller among dukes and gmndees"), . 

while it still minta ined  a foot  i n  what we assume 'to be r e a l i t y  ( the  

world of people mqed "Smith" who l i v e  i n  "~iverpool") .  I n  o d e r  t o  

a c c o q l i s h  this, the  artist must be able  %o position himself that he 

m y  'have access to b t n  realns of experi5ncet 

Cur contention . , , is  that there  is a s ta t ion ,  
somewhere i n  dd-air,  whence Smith and Liverpool can 
be seer. to the  best advantage; that t he  great artist 
is t h e  mr, who i.;no~s where to place himself a b v e  



- 

the  s h i f t i n g  scenery; 
s igh t  of Liverpool he 
perspective. 42 

The in te rp lay  between a cen t r a l  

provides t h i s  dual perspective,  

- -- - - -- 

t h a t  while he never l o s e s  
never sees it in the  wrong 

consciousness and a secondary ref l e c t o r  

f o r  t he  reader as well  as f o r  t h e  writer. 

Indeed, we can i i t n e s s t h i s  schene operating i n  Woolf's earliest 

novels. I n  ,The Voyage , Helen Ambmse contr ibutes  reason a@ ob jec- - -- 
- - 

t i v i t y  to the  youthful i l l u s i o n s  of Rachel Vinrace as Rachel t en t a t ive ly  

en t e r s  t h e  new and confusing world of adu l t  r e a l i t y ,  ~ u i g e t  notes t h a t  
- 

i n  t h i s  ro l eHe len  acts as "a kind of answering witness whose wisdom, 

detached, now serves  as a mi= i n  which t h e  consciousnesses of 

o thers  is re f lec ted  and now presents  a d e f i n i t e  w e  Kith which they 

a r e  contrasted. "" In Night and I&, Uoolf addresses herse l f  t o  t he  - 
44. question "what is t h e  r e a l i t y  of any feeling" and pursues h e r  answer 

by using four  .characters (Ralph Denham, Katherine Kilbury, William Rodney 

and hry  k c h e t )  nho a l l  act as judges o r  reflectors f o r  each other. 

The pr i&ry f ee l ing  i n  question is, of course, love and t h e  problem is 

t o  dis t inguish what is "hallucination pure and simple--an into&eation,  . . . 
- ** 

a ~ i s i e n , " ~ ~  f r o m  dmt- be understood u i th  pure reason. 

Zt is, however, i n  Virginia Woolf's middle (and most accgmplished) 

novels t h a t  the  invest igat ion i n t o  t he  nature of r e a l i t y  using a d u a l i s t i c  

perspective i s  f u l l y  realized, and it is a l s o  i n  these novels (and p a r  

titularly the last two) that t h e  aspects  of a clialeetric v i s ion  play an 

increasingly significant rctle i n  Wooff's c r ea t ive  process. If, f n  Mrs. - 
i&Llow&, the  primary concern is to dis t inguish r e a l i t y  f r o m  i l l u s i o n  

by seeking public confinration of t h e  pr iva te  vis ion,  t h e  implications 



of  t h a t  mode o f  perceiving reality take  on even greater s ignif icance when 

we f i n d  them, i n  To The Li&thouse\and The Waves, serving as t h e  prin- -- 
i 

c i p l e s  bf Woolf's aesthetics.46 Our study of t h e  secondary r e f l ec to r ,  
t 

then, w i l l  involve two aspects. In Mrs. Dalloway we w i l l  be primarily 

concerned with exploring t h e  re la t ionsh ip  between t h e  secondary r e f l e c t o r  

and t h e  cen t r a l  consciousness i n  terms of  t he  content of t h a t  novel and 

ident i fying i n  that re la t ionsh ip  the  d i a l e c t i c a l  nature of  t h e  perception 
">. 

of r e a l i t y  as it relates to t h e  novel's d r a m t i c  unfolding. Having 

recognized these patterns, we vill then be ab le  t o  devote the major p v r  

t i o n  of  our study (dealing with -- To The Lighthouse and The Waves) t o  a -- 
concentration on s t y l e  o r  t h e  c rea t ive  p h c e s s  i t s e l f  'as it evolves out  

32 
of t h e  problems examined in - Em. Dalloway. Therefore, a study of t h e  

re la t ionsh ip  between t h e  secondary r e f l e c t o r  and t h e  cen t r a l  consciousness 

w i l l  -lead not only t o  a g rea t e r  understanding of Woolf's novels, but 

f i n a l l y ,  t o  a hew appreciation of h e r  aesthet ics .  I n  an exa&.nation of 

t h e  re la t ionsh ips  between Pe te r  'dalsh and Clarissa Dalloway, L i ly  Briscoe 

and Ye. and Mrs. Ramsay, and Bernard and the  o ther  f i v e  characters  i n  

The Waves, we w i l l  be ab l e  t o  witness those dialectical elements which -- 
are embedded within the i w i n a t i v e  fabric of every novel and which in-. 

farm Woolf's quest  to f i n d  a kind ~f ~ o l e r i d ~ & n  whole that nil1 contain 
i* 

without compmnise t h e  d y d c  re la t ionsh ips  between P e s e  opposing forces. 



M r s .  Dalloway - 

O f  a l l  Virginia Yoolf's cha rac te r s ,  Mrs. Dalloway is, no doubt, 

t h e  most d i f f i c u l t  t o  come t o  terms with. One can't  he lp  but  l i k e  h e r -  * .  

she  is charming, s e n s i t i v e ,  and h e r  q ~ i e t ~ f a i t h  i n  t h e  saving grace of - 

c i v i l i z e d  { ~ r i t i s h )  behviar,  though mis@ded perfiaps, i s . e w  - 

admirable. On t h e  o t h e r  hand, t h a t  charm, lavished ind i sc r imina te ly ,  

can seem f r ivo lous ;  while h e r  s e n s i t i v e  probings i n t o  t h e  meaning o f  l i f e  

and death  sometimes miss t h e i r  mrk and descend i n t o  sent imenta l  c l iche .  

3 u t  perhaps most perplexing of a l l ,  t h e r e  are h e r  pa r t i e s - -a l l  t h a t  

s t r u t t i n g  and f r e t t i n g  f o r  no apparent  reason. These con t rad ic t ions  i n  

t h e  novel 's c e n t r a l  consciousness have nourished two more-or-less 

opposing t r ends  i n  t h e  c r i t i c i s m  of g. Dallduay. Simply, t h e r e  are 

those  who l i k e  Clarissa and those  who don't. Less siqrply, t h e  former - 
( ~ e r n a r d  Blackstone is t y p i c a l )  see i n  Hrs. Dalloway's random thought 

excursions a.paradigm f o r  Vi rg in ia  Woolf's own i n t e r p r e t a t i o n  o fmodern  * 
consciousnesst "Things are what they are, and ne have moved o u t  of t h e  

mral, d i sc r imina t ing  world of Dickens and Thackeray. Ve might call t h i s  

absence of  judgment a note  of  modernity and indeed of  maturity."' Others, 
I 

however, f i n d  it difficult t o  be l i eve  t h a t  Woolf i s  i n  complete sympathy 

with PB, bl loway .  For ins tance ,  A.D. Hoody sees t h e  novel as a comedy 

3 1  a parody Using the figure of Ih.s. I s l l o n a y  t o  reflect t h e  a b s u r d i t i e s  

of upper-c s EngIZsh socle tyr  "The treatment o f  h e r ,  as o f  h e r  soc ie ty ,  b is consis ten  c r i t i c a l ,  and tho- h e r  surface  b r i l l i a n c e  and vi- 

v a c i t y  evoke a s w t h e t i c  response i n  u r i t i n g ,  t h e r e  is a l s o  a steady 

";Udecer.t of  h e r  deep imdequacy, a grave i n s i s t e n c e  upon t h e  d i s s i p a t i o n  



and death of h e r  spirit i n  g l i t t e r i n g  tri&ality. '2* 

It should not  be too surpr is ing,  then, that eventually t he re  

would be an amalgamation of these  interpreta t ions .  I n  a recent  article 

, by k s n c i s  Gil len,  both perspectives are affirmed i n . &  view of t h e  nove l '  

that recognizes t h e  ambiguity a~ 'not only in ten t iona l  but of  major sig- 

nificance to the work's imaginative esien.3 ~y cons- m ~ a g 4 h c  

reader back a,nd f o r t h  between an affirmative and c r i t i c a l  judgment, 

between inssne v i s ion  and sentimental plati- presents  u s  

with a f i e l d  of p o s s i b i l i t i e s  r a the r  than one p a r t i c u l a r  perspective. 4 

But i f ,  i n  - Mrs. Dalloway, as Morris Philfpson suggests, "the 

range of l i t e r a r y  expression l ies along a spectrum between chaos a t  one 
J-' 

5 extreme and c l iche  a t  the  otherH t h e  problem, it seems, i s  to  discover 

a t  what point  o r  po in ts  t he  legi t imate  vision o r  emotion exis ts .  What 

l i e s  between the  insane v is ions  of Septimus Smith and t he  hypocri t ical  

p l a t i t udes  of S i r  W i l l i a m  Bradshaw? How can w e  be sure  that our moments 

of ins igh t  a r e  ne i ther  hal lucinatory nor sentimental? This problem not only 

d i c t a t e s  nar ra t ive  technique i n  t h e  novel, it l ies a t  the  very center  of Mrs. 
5 

hl loway ' s  dilemwa, and what's more, she is consciously (almost too con- 

sciously) aware of t h e  problem. Is she r e a l l y  feeling something l ike 
J 

a profound suspense W o r e  t h e  s t r i k i n g  of the  clock o r  is it merely 

"her hear t  a f fec ted  by influenzan? Even he r  char i tab le  inc l ina t ions  

are brought i n t o  question when she recognizes, i n  these deeds, h e r  

u l t e r i o r  desire t o  have peopfe think w e l l o f h e r .  Desparately wanting 

to believe i n  t he  existence of unqualified beauty, love, f r iendship,  he r  

sudden recognition of t h e  extent of he r  hatred f o r  Miss Kilman c a s t s  

fu r the r  doubt on t h e  p r & t y  - .  of the  h-n soul8 "[it is] as i f  t h e  whole 



- 
panoply of content were nothing but self-love! t h i s  hatred!". 6 

However, f o r  Mrs. Dalloway, t he  only way t o  va l ida t e  t h e  inner  
... 

vision,  t o  affirm the  e f f i a iby  of t h e  moment, is to bring it f r o m  t h e  

subjective,  p r iva t e  world i n t o  t he  object ive publ ic  arena where, a f t e r -  

ai l ,  those tests f o r  legitimacy are designed.? 'Noting t h i s  theme i n  

The excellence of Virginia Woolf's a r t i s t r y  rests i n  
he r  a b i l i t y  t o  show t h a t  such moments do not d p e n d  
upon ourselves alone. They are appreciated by u s  i n  - 

subject ive i so la t ion ;  but they are contingent upon 
our a r r i v i n g  a t  a balance between be l ie f  i n  what our  
bee self is a t  t h e  moment and be l ie f  i n  t h e  accuracy 
of i n t e rp re t a t i on  of everything outs ide of ourselves 
t h a t  we depend upon. This  is precisely  why recipro- 
c a l  r e l a t i ons  a r e  t h e  necessary condition f o r  shared 
experience. Although the  momentary consciousness of  
in tegra t ion  is perceived by each one i n  himself, t h e  

- - 
so-ess of t h e  object ive r e a l i t y  on which it is 

- based is cont inual l  subject  to being confirmed o r  
confuted by' others. 8 

It is, then, t h i s  need t o  affirm t h e  subject ive v i s ion  *ich determines 

t h e  meeting point  between t h e  pr iva te  and public worlds of Mrs. Dalloway. - 
The subt le ty  with which Woolf l eads  us to  a r ea l i za t ion  of t h i s  

dilemma is  remarkable. By def t ly  maneuvering i n  and out or6 t h e  sur- 

real, the  r e a l  and t h e  sham, revealing insane v is ion  here  and i n d n -  

s i t i v e  p l a t i t ude  there ,  Uoolf pu t s  us  i n  the  s a m e  pos i t ion  t h a t  M r s .  

Dalloway f inds  herse l f  i n ;  f o r ,  l i k e  Pfrs. Dallouay, we must decide what 

'is authent ic  insight and nhat is merely sentiment posing as t ru th .  How- 

ever, Uoolf does not allo; u s  t o  remain suspended over undiscrimhated 

- r e a l i t i e s  without a way out. There is i n  t he  

f o r  Yrs .  Dalloway, a 'secondary re f lec tor '  to 

Mrs. Dslloway's $ivate world. 

novel, f o r  t he  reader  and 

provide ahother vim of 

r 



L i t t l e  critical a t t en t ion  has been given to Peter  Walsh. Rather, - 
t he  tendency has been t o  zero i n  on Septimus Smith (Mrs. Dalloway's 

.O 

"doubleH), jwrtaposing h i s  "insanen vis ions  w i th  he r  f l i g h t s  f r o m  ob- 
e 

j ec t ive  r ea l i t y .  When P e t e r y a l s h  is  considered c r i t i c a l l y ,  it is most 

often i n  h i s  capacity tg uncover ce r t a in  facets of  Clar issa  t h a t  she 

does not reveal  herself .  However, a c loser  b ~ k  &t I&. Dsllauay-shom--- - 
P e t e r  Ir t o  have a muc more s ign i f i can t  r o l e  i n  t h e  novel. 

While w e  donWt encounter Pe t e r  i n  person u n t i l  a t h i r d  of ,  t h e  

way l& t h e  novel, his sp i r i t 461  presence is noted on t h e  very first 

page when Mrs. h l loway ,  remembering he r  youth a t  Bourton, r e c a l l s  -:+ 

being interrupted i n  h e r  thoughts by Peter ' s  comment, "Musing among th& 

vegetables . , . I prefer  men t o  cauliflowers" (p. 5) .  It should not  

be surpr i s ing  that a l l  of Clarissa's recol lect ions  'of t h e  pas t  cen te r  

around t h i s  p a r t i c u l a r  summer a t  Bourton, f o r  it was a t  t h i s  time that + 
she experienced, seemingly f o r  t h e  first and only time, something l i k e  

I 

an  epiphany, a burs t  of emotion so s t rong t h a t  she momentarily t rans-  

cended t h e  mundane r e a l i t y  of h e r  own world. The moment occurs when 

Sa l ly  Seton suddenly tuns and k i s se s  hers 

Then came' t he  most exquis i te  moment of h e r  whole 
l i f e  . . . Sallyzstopped; picked a flower; kissed 
he r  on t h e  l i p s .  The whole world might have turned 
upside down: The others  disappe&edi t he re  she was 
alone with Sally. And she f e l t  that she had been 
given a present,  wrapped up, and to ld  jus t  t o  k& 
it, not look a t  it--a diamond, something i n f i n i t e l y  
precious, wrapped up, hi ch, as they walked . . . 
she uncovered o r  t h e  radiance burnt through, t h e  
revelat ion,  t he  re l ig ious  feeling! (P. 40) 

Ear l i e r ,  Clarissa describes i n  more  d e t a i l  the  qua l i ty  of t h i s  emotion 



- - 
and here  t h e  sexual nature of t he  experience, its resemblance t o  orgasm, 

is more exp l i c i t r  

It was a sudden revelat ion,  a t inge  l i k e  a blush which 
one t r i a - t o  check and then, as it sp-, one yielded 
t o  its2expansion, and rushed t o .  t he  f a r t h e s t  verge and 
there  qbivered and fe l t  t ke  world come c loser ,  swollen 
with some astonishing significance,  some pressure of 
rapture ,  which s p l i t  its t h i n  skin and gushed and 
poured with an extraordinaPy a l l ev i a t ion  over -- - t h e  -- - 

- 

cracks and sores.  hen, f o r  ithat moment she had seen 
an  i l lumination; a match burning in a crocus, an inner  
meaning almost expressed. (P. 36) 

The moment, however, is Immediately destroyed when she is brought back 

t o  r e a l i t y  by t h e  sudden in t rus ion  of Pe t e r  Walsh ( a t  t h a t  time he r  

f iancd) a "It was l i k e  running one's f ace  aga ins t  a granite wall i n  t h e  

d a r h e s s l  It  was shocking; it was horrible" (p. 41)f peter ' s  interrup- \ 
t i on ,  then, not only breaks t h e  s p e l l ,  but ( a s  happens when we f i n d  w e  

have been observed i n  a supposedly pr iva te  kment) it must force  her  
- 

t o  look a t  what she has jus t  experienced through h i s  eyes, thereby 

h a l i z f  ng t h e  sexual implication of h e r  emotion ( " i t  was shocking, .it 

' was horrible").  - 
Peter ' s  in te r rup t ion  of Clarissa i n  t h i s  highly charged moment 

suggests t he  superego, t h e  public s e l f ,  in t ruding on t h e  id ,  questioning 

it, censorin@; it.9 Indeed, from t h f s  point  on Clarissa seems to intern- 

a l i z e  Pe te r  i n  t h i s  role so t h a t  even when he is  not physically present 

she continually c a l l s  up h i s  f igure ,  ask& him to pass  judgment on 

whatever she m y  be thinking o r  experiencing a t  *he %he. Having chosen 

t o  marry Richard instead of Pe te r  i n  order  to preserve a part of herself  

from the  r i go r s  of constant scrut ing ( s ign i f ican t ly ,  t h e  decision is 

made soon a f t e r  t h e  txaumatic interrupt ion on the  balcony with s a l l y )  
A' 



it is i ron ic  t h a t  it is €his  very aspec t  of h e r  re la t ionsh ip  with Pe t e r  

t h a t  s h e  seems unable t o  do without. Couched beside h e r  o m  idea of  
,- 

herse l f  there  is aluays t h e  image of  Peter ,  critisal, judgmental, 

causing he r  t o  wonder "if. he were with m e  now, hat would he say?" (p. 9) , 

o r  '%at would he think . . '. when he came back" (p. 41)? A chance 

, meeting with t h e  pompous Hugh Whitbred (who, afterall, sne seems rather 
7 - - -  -- - - -PA- 

to l i k e )  c a l l s  up pe te r ' s  opinion of  Hugh (highly unfavorable) uhich can- 

not help but cast a s l i g h t  p a l l o r  on he r  confidence in h e r  t a s t e  i n  friends.  

Although it has  been decades s ince  t h a t  summer a t  Bourton, Pe te r ' s  c r i t i -  

cisms of her  a t  t h a t  time--that she would make an excel lent  hostess  and 
J 

t h a t  she was cold, and prudish-continue to plague h e r  self-image years 

later. 

It is s ign i f ican t ,  too, t h a t  it 4s Peter  who makes h e r  conscious 
* 
- "  f 

of such concepts as  enti ti men tali%^" and "c iv i l i za t ionnt  "She owed him 

words: 'sentimental' apd ' c iv i l i za t ions .  They started up everyday of he r  . 

l i f e  as i f  he guarded her. A book was sentimental; an  a t t i t u d e  t o  l i f e  - 

.sentimental" (P. 41). Indeed,. t h e  notion of sent imental i ty  (and its 

concomitant r e f l ec t ion  on t h e  qua l i ty  of feeling) '  is of particular 

concern KJth Woolf i n  t h i s  novel. The word itself appears i n  numerous 

cont&si uatchipg f o r  t h e  Queen, . Bouley is af fec ted  "suddenly, in- 
I 

appropriately,  sentimentallyH (p. 23; Clarissa fears t h a t  she is being 

"sentimental" i n  thinking of t h e  past (p. 41)_; Pe te r  feels_.tkt Clarissa 

is a " t r i f l e  sentimental" (P. 53), although he is able  t o  recognize 

h i s  own pr ide i n  h i s  ~nglo- Indian  family background as "sentiment" (P. 62), 
1 

while l a t e r  he is wary of t he  sentimentali ty i n  & r e l l i G  on theughh~ 

of violent  deaths "but thinking became morbid, sentimen-tal, d i r e c t l y  one 



- 

began conjuring up doctors,  dead W e s  ; . . " (p. 167). When it is not 

mentioned d i r ec t ly ,  t h e  idea  of  sentimenfality is of ten  implied; Peter ' s  

criticism of t h e  way Clarissa so melodrama€ically calls out  nHere*s my 
* - 

Elizabethw (p. 5 5 ,  or t he  Insincere  sentiments i n  t h e  p l a t i t udes  of  

S i r  Bradshaw o r  t h e * ~ e l f - ~ i t y i n ~  r e l i g ious  p ie ty  of Miss filman. 

Not perrrdtting herse l f  t o  pass w e n t  & h e r  characters* emotions 

cllrectly, Vd62rf s u E c i ~ ~ % ~  3?i7drY,USm l i W - - m r *  s c r i t i c s 1  awareness by 

these  frequent refemnces t o  t h e  dangers of sentimentality. 

I n  exploring t h e  boundaries of legitimate emotion Woolf at  oncp 

recognizes t h e  difficulties inherent i n  working~with any chamc te r  i n  

i s o l a t i o n  from others. Consequently, we need t o  incorporate Pe t e r  

Walsh i n  our view of M r s .  Dalloway. But i f  Pe t e r  is t o  provide a p e r  

spective on Mrs. Dallouay ( f o r  t h e  reader a. well as f o r  ~ l a r i s s a ) ,  'Joolf 

must es tab l i sh  h i s  c redent ia l s  f o r  such a responsibi l i ty .  _ A t  t h e  beginning 

of t h e  novel, he is more  a part of h e r  consciousness than he is a char- 

a c t e r  i n  h i s  own r i g h t ,  and i n  t h i s  respect  he appears almost too criti-  

c a l  i f  not t o t a l l y  unsympathetic. I n  order  to provide a perspective on Mrs. 

Dalloway's inner  r e a l i t y ,  Pe te r ' s  viewpoint must be broad enough t o  con- 

tain he r  contradictions,  ye t  s ens i t i ve  enough to provide in s igh t  and 

understanding. Pe te r ' s  experience, then, must to some extent ,  p a r a l l e l  

Clarissa's; he  must be a t  l e a s t  p a r t i a l l y  synpathetic with h e r  view of 
,- 

t h e  world i n  order  t o  be c r i t i c a l  of it. It is, t h e r e f o r e , ' t h i s  aspect 
- - - - - - -  

of  t h e i r  re la t ionsh ip  that Woolf reveals when, f i n a l l y ,  w e  meet Pe te r  

i n  person the  morning of H r s ,  Dallouay's party. 

Up to th isgpoin t ,  all we know of Pe te r  

love with Clarissa and tha t  h i s  c r i t i c i sms  of 
- -  

/ 

is that he was once i n  

h e r  a t  t h a t  t i m e  :continue 

- - -  - - - - > .- 



to have a considerable t f e c t  on her  s e l l - w e .  Ye sld mt very sur- 

a prised, then, to find t he has maintained h i s  tendency fa view her  

c r i t i c a l l y  ("there's nothing in t h e  world so bad f o r  some women as 
s ,  

. m k i a g e  . . and pol i t icsn  b. 4.61) o r  that  he is still able t o  crea te  

in her  a sense of  her  inferiority-making her  feel "frivolous, em@..- - + _  
- . - 

. - 
minded; a mere silly chatterboxA (pa 49). But w h a t  is 8omeut~at unex- ? 

a 
4 

pected is the revelat ion of another s i d e  of Peter  t h a t  seems to delight 

in Clarissass sophisticated, upper-class channr "But it was del icious 

to  hear her say that-q dear Peter! Indeed it was a l l  so delicious- 

. the s i l v e r ,  the  chairs; a l l  so delicious" (p. 47)! From sudden out- 

bursts l i k e  t h i s  and, latq, when Peter  unexpectedly breaks down while 

re la t fng  the circumstances of  h i s  love a f f a i r  i n  India ( r a the r  mundane, 
n 

curiously enough). ue beg52 tr, p r c e i v e  an e m t & a l ,  i f  not t o  say 
, . 

senthenta l ;  s ide  t o  Peter. 

This meeting between Peter  and Clarissa is enlightening i n  another 
f 

respect, f o r ,  in spi te  of the  f&, that they are engaged i n  a ba t t l e ,  

a mnfrdntation, it ist t i e .  degree of t h e i r  intimacy that is.most 

mtfcsable ,  Like the cha&cters i n  The- Uaves, Peter and C l a r i s s a  seen -- 
. to Intuit what t h e  other  is Liinking before it is actually said. It is 

as if the re  w e r e  only one consciousness present; o r ,  rather, two Ki l l s  
- 

w a m e  that the wnWtct seems tu ori-te fm Wie sa.me %urce. For 

all that P m  criticizes tke vaffi+ sf C b r i s s a ' s  mperfhial existence, 

she can cone back on the fsme track and attack t he  vanity of h i s  love 

affair: "In love! . . . =at he, at h i s  age should be sucked under i n  

h i s  littie 'Sow-tie b.j that master! And there 's  no flesh on his neck; 

:?is :hands are red; and he's six months older  than 1 am" (p 9). 



- - 

They even 'become associated with t h e  same i~lage. peter's l i fe- long 

hab i t  of constantly o-mning and closing a knife--suggesting his . 
tendency to cut  away t h e  ines sen t i a l  f m m  experience i n  order t o  extract 

&at. i s  a t  t h e  very h e a r t  of t h e  moment, ( s ign i f ican t ly ,  t h e  knife usually 

opens when. he is  about t o  become c r i t i c a l )  f inds  its parallel i n  Clarissa's 

idea' o f  h e r  own critical f a c i l i t y .  ffaving been t o l d  about'Peterls mis- 
- 

- -- - 

tress i n  ~nhia, she shapes h e r  impression i n  h e r  mind's eye "with three - 
s t rokes  of a k d f e "  (p. jl), and t h i s  image is ant ic ipa ted  by an earlier 

rbference to her a b i l i t y  t o  slice "like a knife tttr0ttgt-i everything, a t  

t h e  same time [she] was outside,_ looking on" (pp. 10-11). - 

The i n t i m y  between Clarissa and Peter ,  glimpsed a t  t h e i r  meeting, 

2s given greater emphasis once Pe te r  leaves  the  Dalloway home and wanders 

thm@ t h e  streets of Londol?. H e r e ,  Peter ' s  walk prallels Clarissa's 
I 

brief outing earlier t h e  day and i n  t h i s  aspect h i s  stream of thoughts; 

running along t h e  sane course C l a r k s a ' s  had (and, i n  some oases, provoked 

by the same scenery), serves as a r e f l e d i o n  of t h e  e a r l i e r  section. 

For instance,  Pe t e r  is surprised to f i n d  himself uncharac te r i s t ica l ly  

overcome with a feeling of chauvinis t ic  pnlde in English soc ie ty t  ' m e r e  

w e r e  . . . moments of pride ia England, i n  but lers ;  chow dogs; girls i n  

t h e i r  security. 3idiculous enough, still the re  it is, he thought. And 

the doctors and men of business and capable women al l  going about t h e i r  

h s i n e s s ,  plxictual, alert,  row" (p, 62). Tfiis ou tbus t  of p+,riotis~ 

has its precursor in ~&rissa's earlier thoughts on the brllUance of - 
Lordor, society:  ". . . the wfiirlirg young men, and laugh- girls i n  

t k e i r  transparent arrsl++ who, even now, after dancing a l l  night, w e r e  



d i sc ree t  o l d  d o w e r s  w e r e  shooting out  i n  t h e i r  o t o r  caks on errands 

of mysteryn (p. 7). By using t h e  same content in t h e i r  thoughts, Woolf 

es tab l i shes  nnection between Clarissa and Peter ,  uh i le ,  a t  t h e  

sane time, i n  Peter's s t y l e  serves to cast a c r i t i c a l  
5 

r e f l e c t i o n  on Clarissa's e a r l i e r  moment. Unlike Clarissa, Pkter is 

consciously aware of t h e  dis tance between h i s  momentary v i s ions  -- and - -  
r ea l i t y .  Each f l i g h t  of fantasy is carefu l ly  bounded by an ou te r  

awareness of t h e  sentimental o r  r idiculous q u a l i t i e s  of  t h e  mood. How- 

ever, - the  dual nature of his personal i ty  allows him to enjoy t h e  mo- 

ment a t  t h e  same time he reali~es t h e  i l l u s i o n  of its rea l i t y .  Clarissa 

may wonder about t h e  t r u t h  of these perceptions, but Pe t e r  is d e f i n i t e l y  

aware of t h e  contradict ions  i n  his feelings. 

It is a l l  t h e  more significant, then, t h a t  Woolf uses  Pe t e r  t o  

launch her  i n t o  an e laborate  metaphor on t h e  nature  of r e a l i t y  and 

unreali ty.  A s  Pe t e r  s leeps ,  Woolf describes s s o l i t a r y  t r a v e l l e r  ' 

( s ince  we have jus t  left  him, one tends to ascribe h i s  i d e n t i t y  to pe te r )  

who, on h i s  journey, is tempted by t h e  vis ions  t h a t  a r i s e  " in  f ron t  of 

the actual t h i n e  t 

often overpowering t h e  s o l i t a r y  t r a v e l l e r  and taking 
away from hht t h e  sense of the &h, t h e  .wish t o  
re turn,  and giving him f o r  subs t i t u t e  a general 
peace, as i f  (so he thinks as he advances down t h e  
fo re s t  ride) al l  t h i s  fever  of l i v i n g  w e r e  s i m -  
p l i c i t y  f tself; and myrSadS of thingsmezeit 2n one 
thing; and this figure, made of sky and bzanches as 
f t  i s, had rtsen f r o m  the tmttbled sea f ha is e ldef iy ,  
pst fifty now) as a shape might be sucked up out of 
the  waves t o  shower down f r o m  h e r  magnificent hands, 
compssion, conprehension, absolution. (P~. 64-65) 

X i l l e  Wooif does not usually indulge i n  overly schematized metaphors, 



\ - -- - - - 

it is temptingcto  see Pe te r  as the solitary traveller (he is, after- 

a l l ,  a bachelor) ,  our guide through t h e  f o r e s t  of Mrs. Dalloway's con- 

sciousness. 

Furthermore, t h e  concern u i t h  what is 6 1  and what is i l l u s i o n  

is suggested i n  Pe te r ' s  and Clarissa's common use of  t h e  tern "made- 

upH when r e f e r r i ng  to t h e t r  momentary vis ions ,  h j o y i n g  h e r  walk 
- 

throu* London, Clarissa muses: "For Heaven only kn.ows w-hy one lo= it 
& 

I 

so, how one sees  it so, &king it up, building it round one, tumbling f 
i 
S 

f t ,  c rea t ing  it every moment a f resh  . . ." (p, 6). Later ,  following h i s  
- 

i 
impulsive pursu i t  of a s t range  yow woman through t h e  s t r e e t s  of  

London, P e t e r  uses  t h e  same expression t o  describe h i s  amusing fan- 

t a s i e s :  "And it was smshed  t o  atom--his fun, f o r  it was ha l f  made up, 

2s he :knew very well; invented, t h i s  escapade with t h e  g i r l ;  made up, 

as one mades up t h e  b e t t e r  part of l i f e ,  he thought-making oneself  up; 

makiw her  up; creatirg an exquis i t e  amusement, and something more. 

3 u t  odd it was, and q u i t e  t r u e ;  a l l  t h i s  one could never share--it 

smsned t o  a t u r s n  (;. 61). k-?ah, Pe te r f  s e labora t ios  of t h i s  paradox 

serves  t o  F i l l  out  S l a r i s s a ' s  p a r t i a l  ins ight .  

3 n t  even more significact in t h e  above quotat ion is t h e  last 

l k e  "all  t h i s  one could never share" which recalls Krs. Dalloway's 

detemLnatior! t o  bring h e r  p r i v a t e  nonents out  i n t o  t h e  publ ic ,  t o  "pay 

back  fro^ t h i s  s ec r e t  deposi t  of exquis i t e  moments" (pp. 33-34). ?ere,  

zt last, is t h e  source of Pe te r ' s  -ration fo r 'C la r i s sa ,  'dhile Pe t e r  

Is capable of  f l i g h t s  fron r e a l i t y  i n t o  v i s ions  of beauty, peace, 

exqc i s i t e  happiness, arid indeed is capable of apprec ia t ing  t he se  mo- 

cerits Kitk full awareress of t h e i r  unrea l i ty ,  he i s  not ab l e  ( a s  



Septinus, too, is able)  the  th f  s vis ion 

L7to e d s t e n c e  i n  t he  outs ide world--it invariably "smashes t o  atoms. " 

it i s  Pe te r ,  then,  with h i s  a b i l i t y  to contain contradict ions  who 

brings u s  c loser  k~ z recomJt ion  o f  Clarissa's genius (although, a t  t h i s  

3 i n t ,  he i s  still L?-IS~= of just whzt it is that a t t n c t s  him), lie 

no t ices  that while she is e m t i o n a l  on t h e  surface,  Clarissa is never- 
- 

:heless shrewd: "she had a per fec t ly  c l e a r  notion of &at she wanted . . . 
With that extxaordi,.lary g i f t ,  t h a t  wonan's gift  of makdng a world of he r  

o m  uherever she happened to 'bew (p. 85). 'rihile she i s  too worldly, 

"cared *too much f o r  rark ami society  md get t ing  on i n  t h e  world" (p. 85), 

she is nevertheless ab l e  tc d r a w  fron! t h i s  reverence f o r  "old Countesses" 

s o m t h i w  very real, a notion of bravery, c o u m e ,  which comes across  

1.1 h e r  -right psture, he r  re fusa l  t o  be caught slouching. Final ly ,  

distilliw a l l  her  c o n t d c t i o n s  and ( f o r  the  moment) abandoning h i s  

i n t e l l e c t u a l  constzucts,  Peter  ap&aches the  source of Clar i ssa ' s  magic 

Kith the  almost mystical r ea l i za t ion  that it was sinply "Clarissa one 

r s e m b e r e d .  So t  that she  was s t r ik ing ;  not u t i f  a t  all;  there  was 0 
nothing picturesque a b u t  her ;  she never said anything spec ia l ly  clever;  

%here she was, however; t he re  she wasw (p, 85). 

With t h i s  last observation Pe te r  an t i c ipa t e s  t h e  f inal l i n e  of 

the  novel. Xowever, while t he  words are t he  same, the  f i n a l  remark takes  

on g rea t e r  s ignif icance &ng up as it does, t h e  experience of Clarissa's 

p a d y .  Interesti-gr emti&, tho&, for a l l  h e - i s  a b l e  to realize 

Zlarissa's pwer to convey something ineffably wonderful by he r  very 

Tresence, Peter is, a t  this point ,  unable (and no doubt t h e  reader shares 
* 

h i s  ?erplexity) t o  a p ~ r e c i a t e  t he  s ignif icance of t h e  p a r t i e s  t h a t  matter 



so much i n  Clarissa's lifer "she f r i t t e r e d  h e r  time away, lunching, 

dining, giving these  incessant  parties of  hers,  talking nonsense, sayfng 

things she didn ' t  man,  blunting the-edge of h e r  mind, l o s ing  discrim- 
.--.. 

ination" (P. 87). Indeed, t he re  seems t o  be a good reason f o r  main- 

ta in ing  Peter ' s  skepticism at t h i s  M i n t ,  f o r ,  by allowing Pe te r  to 

remain distrustful of t h i s  aspect  of Clarissa's l i f e ,  Woolf can later 

r e l y  on h i s  less than sympathetic perspective when she br ings  Pe t e r  i n t o  
-. 

Clarissa 's  party. The idea behind the  par ty  ( l i k e  the idea  behind a 

work of art) must be eventually subjected t o  publ ic  approval o r  rejec- 

t ion.  Peter ' s  presence at  the  party,  then, serves,  as does h i s  presence 

throughout t he  novel, as the,  publ ic  view of a p r iva t e  v i s i o n - - h e r e , x e  

p r iva t e  vis ion i n  t he  publ ic  form of  a party. 

'dhile it may be a l i t t l e  too pat to view t h e  par ty  as a de ta i led  

microcosm of t h e  whole novel, it is difficult not  t o  comment on t h e  

s i I c i l a r i t i e s  between t h e  party (and t he  notkons that inves t  it with 
- - 

meaning) and a work of  art. Msturbed t h a t  both Pe t e r  and Richard fai l  

b r e a l i z e  the s ignif icance of h e r  pa r t i e s ,  Clarissa tries t o  j u s t i fy  
-" - 

to he&.elf jus t  why it is she fee ' ls  these p a r t i e s  are .q important: 

Bu5 suppose Pe t e r  said t o  her ,  'Yes, yes, but your + 

parties--what's t h e  sense of your par t ies? '  a l l  she 
could say was (and nobody could be expected to  u n d e r  
stand) r They're an of fe r ing  . . . Oh, it uas yery 
queer. Here uas So-and-so i n  south* Kensington; some- 
one up i n  Baymater; and somebody else, say, in Mayfair. 
And she f e l t  q u i t e  continuously a-sense of t h e i r  
existence,  and she felt  what a waste; and she f e l t  what 
a p i ty ;  and felt if only they caltld be browt to- 
gether; so she a d  it. A n d  it was an offer ing;  to * 
combine, to create;  but t o  whom? 

An of fe r ing  f o r  t h e  sake of offer ing,  perhaps. Any- 
how, it was h e r  gift.  Nothing e l s e  had she of t h e  
s l i g h t e s t  inrportance; could not think,  write, even 
play the  piano. She muddled Armenians and Turks; loved 



success; hated discomfort, must be l iked;  talked 
oceans of nonsense8 and t o  t h i s  day, as2 h e r  what 
t h e  EQuator was, and she did not know. 

A l l  t h e  same, t h a t  one day should follow another; . . . t h a t  one should wake up in t h e  morning, see 
. t h e  sky, walk i n  the park; meet Hugh Whitbread; then 

suddenly i n  came Peter ;  then these roses; it was 
enough. Af te r  t h a t ,  how unbelievable death was!-- 
that it must end; and no one i n  the  whole world 
would know how she had loved it all. (PP. 134-136) 

T& explanation, naming e r r a t i c a l l y  i n  and out  of a long stream of 

consciousness, remains somewhat crypt ic ,  but what is noteworthy is 

@ e  indicat ion of  a c rea t ive  impulse somewhere near t he  center  of it 

a l l :  i n  t he  idea of an offer ing,  the  des i r e  t o  communicate something 

of oneself, i n  t h e  need t o  d r a w  disparate  elements together ,  to put  

order  on chaos, "to c rea ten ,  "to combine," and f i n a l l y ,  what must l i e  

\ behind a l l  c r ea t iv i ty ,  the d e i h l  of death and the aff i rmat ion of l i f e .  ' & 
t be too preSumptious, then, to look on t h e  par ty  as 

Clarissa's a r t i s t i c  creation. Like c h a i a c t e ~  i n  a novel, t h e  people 

Clarissa has  chosen f o r  h e r  party seem almost immortal: "it m s  odd how 

dxmding there  one felt thecl going oz, going on, some qu i t e  old  . , . 11 
f 

D 

,pa 189). A l s o ,  t he re  Sk t h e  sense thkt these guests  a r e  both unnatural 

and i n  another k y  more real than people i n  nonnal l i fe ,  ". , . everyone 

was unreal i n  one m y ;  much more-real i n  another , . , it was possible  

to say things you couldn't say anyhow e l se ,  th ings that needed an e f f o r t ;  

possible  t o  go much deeper" (p. 189). A& i n  a work of f i c t i o n ,  it is a 

heightened r e a l i t y  i n  which certain cha rac t e r i s t i c s  a r e  exaggerated and 

yet t he  exaggeration gives an ins igh t  into &iat has heretofore remained 

hidden f r o m  public view. Furthermore, it is not just any par ty ,  it is 

~ lar i ssa ' s  p a r t y ,  he r  creat ion and indeed she is q u i t e  put out when she 



m u s t  compromise h e r  good jrtdgrsent and i n c l y l e  someone l i k e  pp P E l l i e  

Xendersen horn she  feels is wrong f o r  t h e ' t o t a l  effect. 
'I 

---- -- d 
/ 

However, L x & r t a n t  to r e a l i z e  t h a t  t h e  p a r t y  i s - m o r e  t h a n  
, 

just a metaphor f o r  a work o f  art ;  i n  the tqm pf  t h e  novel it is Mrs. - 
R & l l o ~ i l ~ ' s  a r t i s t i c  crea t ior i  and as m c h  it becomes t h e  o u t x a 2  expression 

of t h e  i n n e r  vision.  The p a r t y ,  then,  answers t h e  major concern of  t h e  

novel z t h e  p m b l e 3 s f .  br inging t h e  p;i??ate v i s ion  i n t o  p u b l i c  view. Like i 

4 

Septimus, Fm. Dalloway is i s o l a t e d  i n  h e r  p r i v a t e  world u n t i l  she  can 
I 

find t h e  proper f o r n  to convey h e r  vision.  A s  i n  a work of  art, t h e  

rseaoi~g ( i n  t h i s  case, that people =st eof;,p7 toge the r ,  showing only  - 

/ 
, 

their very bes t  s e l v e s ,  and somehow lend  credence t o  t h e  b e l i e f  i n  t h e  
2, 
d 

goodwill of mankind) must rise o u t  of t h e  form. I 

1 

3 u t  it is even more conplex tfian t h i s ,  f o r ,  j u s t  as t h e  party is 

an e g r e s s i o n  of an inner vis ion ,  s o  it also se rves  (by its success  o r  - 
failure) as t h e  p u b l i c  a r b i t e r  of t h a t  v i s ion ,  t h e  f i n a l  t r i b u n a l  where 

t h a t  c r e a t i o n  w i l l  be confirmed o r  refuted.  Indeed, it seems t h a t  Woolf 

wst have pu t  something of h e r  o m  agonizing experience wai t ing  f o r  a 

new novel t o  be reviewed i n t o  Krs. M l o w a y ' s  pre-party jitters. Like 

an  a c t o r  about t o  30 on stage, Clarissa a l t e r n a t e s  between a b j e c t  fear 

-and stoic determination to see it out. She wonders why she submits  her- 

self t o  such t o r t u r e s ,  "why seek p innac les  and s t an6  drenched i n  f i r e ? "  

and i n  t h e  next  breath ,  &st as vehemently a s s u r e s  h e r s e l f  t h a t  it is 

b e t t e r  to go down i n  flames than "dwindle away l i k e  &me E l l i e  Hendement' 

(2. 185). A t  one point she acknouleiges how important this p a r t y  is t o  

h e r ,  "she did t h i n k  it mttered, h e r  pa r ty ,  and it made h e r  feel  q u i t e  

s i c k  to know t h a t  it was all going mrg, a l l  f a l l i n g  flat" (p. 186). 
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yet i n  another m a  she feels it is, a f t e r  al l ,  not worth t h e  ordealt  4 + 
7 

"And ye t  f o r  he r  own part, it was too much of an e f for t .  She was not $ 
9 

i " -  

enjoying it. I t  was too much l i k e  being-just anybody, standing there ;  

- a n y W j .  could do it . , ."(p. 188). 

For the read'&, however ( i f  not f o r  M r s .  Dalloway), t h e  most in- 

portant observer a t  t h e  par ty  is Pe te r  Walsh, f o r  (outs ide t h e  au tho r i a l  

view, xhi& 5s  spame) it is P e t e r f s  c d t i c a l  perspective that we f e e l  

mst contident w i t h .  A s  we  have seen earlier i n  t h e  novel, P e t e r  has - 

the a b i l i t y  to appreciate  t he  imaginative beauty nhich floats i n  f r o n t  
- - 

of t he  "actual thing" a t  t h e  same time he is c r i t i c a l l y  aware of t h e  1 
i 

r e a l i t y  within. I t  is a s tance h i c h  involves him on the outs ide q 
4 

5 

looking i n  on the glamrous  surface of experience while he is also in- 
y - 

-side ~ e r c e i v i n g  t h e  r e a l i t y  beneath t h a t  facade. S igni f ican t ly ,  t h i s  - 
p e r q e c t i v e  f i nds  its object ive cor re la t ive  immediately before Pe t e r  - 

-a 

enters Clarissa's par ty  when, walking Ulrough t he  London streets t o  h i s  

' dest inat ion,  Pe te r  (suspending, f o r  t h e  mrment, h i s  c r i t i c a l  a-ness) \ 

-natively f l o a t s  on t h e  pleasure-promising surface of London night- 
a 

l i f e  seen fmn t h e  outs ider ' s  perspective;  ". . . windows l i t * u p ,  a 

pizno, a gramphone sounding; a sense of pleasure-making hidden, but 
* 

now and agair, energing uhen, thmugh the  uncurtained window, the  win- 

dow lef t  open, one saw p a r t i e s  sitting over tab les ,  young people slowly 

circling, conversations between men and women. Absorbing, mysterious, 
- 

of i r - i i ~ t e  r i c h ~ e s s ,  t h i s  l i f e "  (pp. 180-181). 

3ut  hav5ng assured u s  of h i s  Fmaginative s e n s i t i v i t y  to beauty, 

'd9olT r ea s se r t s  Pe te r ' s  &-tical function 'by having him exchange t h e  

ou'ler r t e rqec t ive  f o r  t he  inner a s  he en t e r s  Clarissa's party: "The 



b r a i n  mst wake now. The body must con t rac t  now, e n t e r i n g  t h e  house, 
tC 

- -- 

*. 

t h e  l i g h t e d  house, where t h e  door stood open, where p e  motor cars were 
A 

standing,  ah& b r i g h t  women desbending:% s o u l  m u s t  $rave itself 

endure. He opened t h e  big blade of h i s  pocket M f e g  (p. 182). 

h u e  to form, Pe te r ' s  first impression of Clarissa is h igh ly  

critical: "She was at  h e r  worst--effusive, insincere.  It was a great 

n i s t a k e  t o  have come. He should have s tayed a t  home and read h i s  
- - 

book . . . I' (p 185). And, s e n s i t i v e  as she  has  been t o  P e t e r ' s  opinion 

o f  h e r  throughout t h e  novel, C l a r i s s a . i n t u i t s  P e t e r ' s  c r i t i c i s m :  "She 
1 - 

could see P e t e r  o u t  of  t h e  tail of  her eye, c r i t i c i z i n g  her ,  t h e r e ,  i n  

t h a t  corner,  . . . It was extraordinary  how P e t e r  put h e r  i n t o  t h e s e  

stafes j u s t  by coming and s k n d i n g  i n  a ~ c o r n e r .  H e  made h e r  see h e r s e l f ;  
9 

e w e r a t e .  It was i d i o t i c "  (P. 185). Like a cap t ious  reviewer with 

his c r i t i c a l  r e p u t a t i o n  on t h e  l i n e ,  P e t e r  claims t o  have no mercy (p. 

191), dec la r ing  t h e  PriEle E i n i s t e r  to be a n  i n e f f e c t u a l  f i g u r e  and Hugh 

'&itbred's pomposity more harmful than t h e  gory deeds of  a psychopathic 

murderer. And, i n  q i t e  of t h e  hmerbo les ,  w e  t end  to agree with P e t e r ' s  

perceptions--especial ly *en (echoing Septimus smith)  h e  immediately , 

sLzes up S i r  Yilliarn Zradradshaw as a "humbug". 

, 
iF' * 

It is a highly  d r a n a t i c  monent, then ,  when P e t e r ,  i n  h i s  role as 

d5sparaghg observer i s  unexpectedly overcome by a v i s i o n  of C l a r i s s a  /' 
tibat s e e m  to t ranscend all 3 s  fo r re -  c r i t i c i s m :  

Azd noii Slarissa escor ted  her Prime .Minister down 
t h e  room, prancing,  sparkling, with t h e  stateli- 
cess o f  h e r  , m y  hair. She wore earrinp, and a 
silver-5-reen i.,emaid8s dress ,  Lolloping on t h e  . 

waves and braiding h e r  t r e s s e s  she  seemed, having 
L\at gift st i l l ;  t o  be; t o  e x i s t ;  t o  sum it a l l  up 



thewmoment as she S s s e d ;  , . . There was a breath , 

- of tenderness; he r  sever i ty ,  he r  prudery, he r  
woodenness were a l l  qmed through now, and she 
had about he r  . , . an inexpressible digni ty;  an' 
exquis i te  co rd i a l i t y ;  a s  if she wished t h e  whole 
world well. (p. 192) , 

/ 

- 

Suddenly, t h e  supe r f i c i a l  aspec ts  of t h e  par ty  drop %way and the  meaning 

!. behind t he  form shines  thmttght C l a r i s s a g s  v is ion of dignity, e&&%y, - 

a tenderness+that  wishes a l l  t h e  world well. Furthermore, Pg te r8s  com- 

p r i s o n  of Clarissz t o  a mermaid i n  green dress lo l loping on the  waves - 

r e c a l l s  the  experience of t he  s o l i t a r y  t r a v e l l e r  whose perception of 

the  prosaic world is momentarily replaced by (among o the r  f a n t a s t i c  

s igh ts )  "s i rens  lo l lop ing  away -on t h e  green sea waves," communicating 

' a message o f  "charity,  comprehension, absolution" (p.. . 64.) . Peter ' s  

vis ion of Clarissa, then, i s  not a denial  o f ' h i s  e a r l i e r  c r i t i c i sms ,  

but r a the r  represents  another l e v e l  of pekep t ion  i n  which t h e  ins igh t  

is informed by kindness, undersknding, forgiveness, and, above a l l ,  love. 

Later,  i n  conversation with Sa l ly  Rossiter ,  we are given an ins igh t  

into Peter ' s  a b i l i t y  to r e a l i z e  t h e  essence of Clarissa Dalloway. Tfie 

h i n t  comes i n  what appears t o  be almost contradictory statements, I n  

answer t o  Sa l ly ' s  declarat ion t h a t  one ought t i  always say what he f e e l s ,  

Pe t e r  r e l i e s ,  "3ut I don't know . . . what I fee l"  (p. 212). However, w 

shor t ly  a f t e r  t h i s ,  i n  response t o  Sa l ly ' s  complaint that she of ten  

d e s p i r e 3  of humans ever r e a l l y  knowing one another and t h a t  f o r  t h i s  

reason. she sometimes preferred gardening t o  hurran re la t ionsh ips ,  ~ e % e r  

4 
a s s e r t s  (echoing h i s  comment a t  Bourton years e a r l i e r )  t h a t  *preferred '. 
human Seings to caSbages and t h a t  be doesn't agree we know nothing of 

each o the r ,  on the contrary, "Xe h o w  everything . . . a t  least he did11(p.213). 



h i l e  P e t e r  is a b l e  t o  r e a l i z e  a l l  a s p e c t s  of Clarissa, a b l e  t o  conta in  

h e r  con t rad ic t ions ,  he is y e t  no t  a b l e  t o  s o r t  o u t  t h e s e  con t rad ic t ions  

i n t o  one particular fee-about her. He cannot ( a s  Clarissa s a i d  

earlier she  could not)  say o f  himself o r  of Clarissa "I a m  t h i s ,  I am 

that" .  C la r i s sa  remains g r e a t e r  than t h e  sum of h e r  p a r t s .  Her s e  ti- 

mental i ty and h e r  s i n c e r i t y ,  h e r  e g o i s t i c  need t o  be thought w e  l o f  p 

p 

and h e r  c h a r i t a b l e  love of humanity, are a l l  included i n ,  y e t  transcended 

by P e t e r ' s  f i n a l  view of  h e r  i n  t h e  last l i n e s  of t h e  novel: "What is 

it t h a t  f i l l s  me with ext raordinary  excitement? It is Clarissa . . . For 

t h e r e  she was" (p. 215). 

- -  However, t h e r e  is still t h e  ques t ion o f  whether a dinner p a r t y  
* 

is  not  a r a t h e r  inadequate m e d i u m  f o r  t h e  profound no t ions  Woolf in tends  it 

t o  convey. But it is no t ,  I th ink ,  a f r i v o l o u s  choice on Woolf's part. 

By us ing t h e  p a r t y  as t h e  medium f o r  t h e  expression of  Clarissa's 

imaginative v i s i o n ,  Woolf asserts t h e  p o t e n t i a l  exis tence  of  a world r i c h  

with p o s s i b i l i t i e s  behind t h e  seemingly mundane. While w r i t e r s  l i k e  

Arnold Bennett o r  Thackeray might l i m i t  themselves t o  t h e  s u p e r f f c i a l  
, > 

a s p e c t s  of t h e  p a r t y   ha hack era^ would be impressed with t h e  number .of 

Lords and Ladies i n  attendz-qce; Bennet, no doubt, with the d e t a i l s  of  

t h e  dinner), f o r  Woolf, t h e s e  th ings  a r e  not  nea r ly  s o  important as what 

l i e s  beneath t h a t  surface.  Rather than face r e a l i t y  s t r a i g h t  on, 

c r e a t i n g  a one-dimensional e f f e c t ,  Woolf i s  more i n t e r e s t e d  i n  t h e  re-  

f l e c t i o n s  off mirrors which add depth and a new perspec t ive  t o  the < 

' ordinary figure. "3ut suppose," Uoolf muses i n  "The Mark on t h e  Wall" 8 

t h e  looking-glass smashes, t h e  image disappears  and 
t h e  r o m n t i c  f i g u r e  with t h e  green of f o r e s t  depths 
a l l  a b u t  it is no longer,  but  only t h a t  s h e l l  of a 



person which is seen by o the r  people-what a n  air- 
l e s s ,  shallow, bald prominent world it becomes! 
A world not t o  be l i ved  in. A s  we face each o ther  
i n  omnibuses and underground railways we are 
looking i n t o  t h e  mirror; t h a t  accounts f o r  t h e  
-vagueness, the gleam of glass iness ,  i n  ou r  eyes. 

- And t h e  nove l i s t s  i n  t h e  fu tu re  w i l l  r e a l i z e  more 
and more t he  importance of these  r e f l ec t i ons ,  f o r  
of course t he re  is not one r e f l ec t i on  but an al- 
most i n f i n i t e  number; those are t h e  depths they 
w i l l  explore, those t h e  phantoms they w i l  pl~.- 
sue, f&vin.g t h e  descr ip t ions  r e a l i t y  more 
and more out  of t h e i r  s t o r i e s .  

-3 

After he r  f i rs t  two more-or-less conventional novels, The Voy* - 
Out and N i g h t  and Day, Woolf a$tempted, i n  ~ a c o b ' s  Room t o  abandon,the - - 
t r ad i t i ona l  appmach i n  favor  of concentrating so l e ly  o n  impression- 

i s t i c  re f lec t ions .  However, evolving almost exclusively through a 

s h i f t i n g  f l u x  of impressions, t h e  novel s u f f e r s  from t h e  lack of a 

perspective on these  re f lec t ions .  A t  times, then, it becomes neoessary 
- 

f o r  t h e  nar ra tor  to abndon h e r  overview a n d i n t r u d e  d i r e c t l y  i n t o  t h e  

* story. As David Daiches po in t s  out,  "There is d iscern ib le  [in Jacob's 

~ooni] a ce r t a in  lack  of 'confidence on t h e  au tho r ' s  part i n  h e r  oun - 
technique. She has t o  introduce herse l f  a t  i n t e m l s ,  i n  p o p r i a  - 
Dersom, t o  explain her  doubts and d i f f i c u l t i e s  t o  t h e  reader,  and 

,812 e n l i s t  h i s  sympathy. 

3ut i n  Ers. -, Woolf is ab l e  t o  reveal  t h e  impress ionis t ic  - 
inner  world of F r s .  IBllonay atJhe same time she w i n t a i n s  he r  hold on - 
object ive  rea f i%y through t h e  perspective of Pe t e r  Walsh. F ina l ly ,  it 

is Peter who c a r r i e s  2s  froa al! o5iect ive  v5ex of  3rs. Dalloway'arid 

her party i n t o  a 2 e x q t i o n  o f  t h e  depths of consciousness behind the  

-wonan an2 h e r  creation. 
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Chapter I1 

To The Lighthouse -- 

A nmnber of para l le ls  car. Se drawn between Frs, r$lloway and - 
Yirgh5a,'rlooif9s next novel , .  To The Lighthouse. ?he cer$ral con- 

sciousness i n  eack mvel  is a ~iddle -aged:  at t ract ive ,  upper-middle 

- class houseuf f e. zot;? womer. enjoy bei-rg surrounded by other people-- 

3r(,scoe Kitk Y i l l i z r  3 a e s .  %2t i n  loth cases, t h e  motive for this 

mtcb~naking seeEs less +A aF-se o u t  of  a conviction that marriage is 

're k s t  of 31; wssikle worlds than it does fron an almost aesthetic 

&sire f o r  order--+,fie j r i g - n g  togetker of disparate elenents i n t o  a 

s9~~.,lecen+ar-y  ole, Yet, Qri the other hand, they  also share a need fo r  

2 r i ~ ~ y  -her., per iodLcal ly ,  they mn reach down i n t o  a n  i n n e r  world where 

-'=- n.,j f k d  a core of i r , t e E ~ i t y  that is untouched by the denends of hus- 

-za& arA frilencs. 



final mment wheo t h e  sepmte forces i n  the novel reach t h e i r  completion. 

There I s  also a s h i l a r i t y  i n  t h e  narrative technique of each 

novel :  the i n n e r  t h o y h t s  of both Ers. Dalloway and Krs. Ramsay are 

presec ted  to u s  fg tne voice of a n  omniscient  narrator which is supple- 

nented Sy the  r e f l e c t i o n s  of nllmemus o u t s i d e  observers.  Fur themure ,  

f b l s  z a n a t i v e  p x q e c f 2 y e  dlciates a csr%ain  siRib&ty in %h &mrkmes - 

ar.6 r?:rthrx of 30th novels. S t r u c t u r a l l y ,  P ? .  Dalloway and Y3-s. Ransay 

are each a t  t h e  c e n t e r  of a c i r c l e  of characters. Phythmically, t h e r e  

I s  t h e  sense of expns5on  and con t rac t ion  (centripetal and centrifugal 

aoveme~t )  as t h e  thd@.ts o f  the c e n t r a l  chaxacters  w v e  o u t  to t h e  

wsrld around therr. &i l e  tr'e r e f l e c t i o n s  o f  t h e  secondary c h a m c t e r s  are 

direct& jack i n k  t h e  certer. 

F i n a l l y ,  t k e r e  appears i n  both novels  one o f  Vi rg in la  Woolf's 

EL ,a~~+-te se t -p ieces :  t h e  d i r n e r  party, Serving a synbolic as uell  as a 

s:rx+,ural f n c t i o c ,  the *mer p a r t y  becomes t h e  o b l e c t i v e  c o r r e l a t i v e  

isr t h e  mvel  as a &ole: *he i q m s i t i o n  of o d e r  on cisaos, the merging 

Xowever, for all of the  ~ r a l l e l s  between t h e  two novels ,  To The -- 

- ,s The Li&.tz~zse o c c 3 m  a t  the c e n t e r  of t h e  novel. 'fiat is t h e  -- 
c.L.k2??si?+ vLsi02 2c E s ,  - 2dloway is, in -- To The Lighthouse only a n  



If (as we have seen  i n  Pks. Dalloway) t h e  p a r t y  e l i c i t s ~ c o m p a r i s o n  ui th - 
a work of ar t  ( o r d e r  on chaos, t h e  c r e a t i v e  merging of separa te  elements 

into a &ole  l a r g e r  than its parts, e t c ,  ) it must also call to our 

a t t e n t i o n  t n e  obvious d i f f e r e n c e  between a p a r t y  and a work of art: a 
. 

party is, afteralf, temporal,  a moment i n  t i m e ,  while a work of ar t  

should be tk . ie less .  i n  To '=he Lighthouse i*is not enough t o  simply -- 
r e a l i z e ,  o r  even -4 par take  o f ,  t h a t  moment when disparate elements 

- 

are dxawr, toge the r  [when, f o r  example, P e t e r  can say o f  Em. Dalloway, 

" the re  she  is":. I n  an  e f f o r t  t o  extend t h a t  moment t h e  energy i n  To - 
-=e Lightinouse i s  ttirected toward fincling a way t o  t r a n s l a t e  that - 
r e a l i z a t i o n  in+& a fom t h a t  i s  i q e r v i o u s  to t i m e .  But t h e  problem 

involves not  only hog t h i s  can be accomplished, but  who, within t h e  

nsvel,  can accomplish it. 

I n  !+s. 3 l l o w a x  it was P e t e r  idalsh who f r o m  h i s  detached, y e t  - 
2ene t ra t ing  perspect ive  could revea l  t h e  u n i t y  of Em. Ealloway's 

presence to us ,  a - ~  ss i n  To %e i i@thouse  it is t h e  secondary re f l ec to r - -  -- 
- : q . .  , A , ~  - zriscoe--;?a -st perf7r;r. t h e  saEe task. , .  :-oxever, it Ls &.ere 

- * - -;ly z i s c o e  di5fez-s from P e t e r  iialsh t h a t  w e  a r e  *mde aware of t h e  

 eater d h o r i z o ? ~  of 2 3 Li&thouse. For a l l  t h a t  P e t e r  Yalsh can 

r e a l i z e  Ers; 3aiIoway's essence and comzunicate t F . i s  essence t o  us, h i s  

v i s i o r  i s ,  af teral l ,  3 ~ 2 y  zeqmrary.:'$e is not  a n  artist (he never did 

urf,se the  novel he ir.texled> 2nd the re fo re  h i s  epiphanic v i s ion  of mm- 

e l e z e z t s  t:bt E e  c3-2ld. no t  kandle ir. Yrs .  a l l o u a y .  I n  To The ii&.t- -- 



o f  perrmnence i n  t h e  completion of  L i l y ' s  p a i n t i n g  ("'you - - - and - - 'I - ' - and - - 

'she' pass and vanish; nothing s t a y s  L ~ i l y  imagines Carmichael t o  pro- 

claim] a l l  changes; but  not words, not  paint") ' ,  bu t ,  Woolf is a l s o  a b l e  

to  explore t h e  a e s t h e t i c  azd phi losophical  problems of  observer  and sub- 

ject i n  a r t i s t i c  crea t ion.  I n  h e r  role as artist L i l y  is much more 

i f i t e l l e c t m l l y  and a e s t h e t i c a l l y  conscious of h e r  observation o f  M r s .  

riamsay than was P e t e r  Walsh with Mrs. Dallouay. Furthermore, because 

t h e  e n p h a s i s ' i s  now on t h e  process  o f  a e s t h e t i c  c r e a t i o n  more than on 

t h e  r e s u l t ,  we w i l l  f i n d  t h a t  L i l y ,  as secondary reflector, is not  so 

secondary afterall. indeed, given t h e  coneems o f  t h e  novel,  she  ga ins  

equal  foo t ing  with K r s .  Ramsay. 

Eowever, before  we can f u l l y  r e a l i z e  L i ly  Br1sco .e '~  importance 

i n  -- To The Liphthouse, it is necessary t h a t  we understand uhy she  is, 

as ou t s ide  observer,  necessary t o  t h e  working ou t  of t h e  v i s i o n  of 

t h e  novel. If, as we have implied, t h e  novel is about art  and Mrs. 

3ansay as t h e  sub jec t  of t h a t  ar t ,  why i s n ' t  t h e  example of Mrs. Ramsay 

alone s u f f i c i e n t  to revea l  t o  u s  h e r  a e s t h e t i c  q u a l i t i e s ?  Cer ta in ly  she 

q u a l i f i e s  ( a s  Mrs. B l l o w a y  does not)  as a n  a e s t h e t i c a l l y  s e n s i t i v e  per- 

son. I n  s p i t e  of t h e  f a c t  t h a t  she  claims she hasn ' t  time t o  read, w e  

l e a r n  t b a t  she is familiar with g r e a t  l i t e r a t u r e  ( i t  is she  who is able  

to infomi Paul Rayley t h a t  t h e  charac te r  h e  is t r y i n g  t o  recall is 

Vronsky i n  - A n n a  Karenina). And, (as Voolf bu i lds  on t h i s  small inc i -  

de.tt; w e  are ther! provided with a p s s a g e  ( t y p i c a l  of  Woolf's d e l i g h t f u l  

s k i l l  of zr3xing profundity with mockery) 'in which Krs. Ramsay's 

a?pmach t o  l i t e r a t u r e  is ".wctaposed a g a i n s t  M r .  Ramsay's use  of it. 

* - 'rat K r r  ?amsay seeks in S i r  i l a l t e r  S c o t t  t u r n s  o u t  to be a combination 



- - - - - - - -- - - - 
of ego-gra t i f i ca t ion  ( i f  S i r  Walter S c o t t  i s  still readable ,  he reasons, 

than h i s  own work might l a s t )  and a b s o a t i o n  i n  t h e  s e n t i m e n t a l i t i e s  of 

t h e  s tory .  Fm. m y ' s  p leasure  i n  a Shakespearian sonnet ,  on t h e  

o t h e r  hand, is pure ly  a e s t h e t i c :  "'Nor p r a i s e  t h e  deep ve rmi l l ion  i n  t h e  

rose:' she read,  . . , And then t h e r e  it was, suddenly e n t i r e ;  she  held  
H 

it i n  h e r  hands, b e a u t i f u l  and reasonable, c l e a r  and complete, t h e  

essence sucked o u t  of  l i f e  and he ld  rounded here--the sonnet" (p. 181). 

Furthermore, she is a b l e  t o  recognize t h e  elements of  t h i s  a e s t h e t i c  

response i n  o t h e r  a s p e c t s  of h e r  l i fe .  That same sense  of  wholeness 

and completion which t h e  sonnet c r e a t e s  is dupl ica ted  i n  a moment a t  the 

dinner  party when t h e  mul t ip le  p e r s o n a l i t i e s  a t  t h e  t a b l e  come toge the r  

as one: ". . . t h e r e  is  a coherence i n  th ings ,  a s t a b i l i t y ;  something, 

she meant, is innune f r o m  change, and sh ines  ou t  . . . i n  t h e  fact of 

t h e  flowing, t h e  f l e e t i n g ,  t h e  s p e c t r a l ,  l i k e  a ruby; . . . she had 

t h e  f e e l i n g  . . , a l ready ,  of peace, of  r e s t .  O f  such moments, she  

thought, t h e  t h 5 . x  is made t h a t  enduresH (pa 19). A n d  again ,  a t  t h e  

d inner  par ty ,  she is dram t o  contemplate t h e  a e s t h e t i c  forms i n  a 

bowl of f r u i t :  "Fer eyes had been going i n  and o u t  among t h e  curves and 

shadows of t h e  f r u i t ,  among t h e  r i c h  purp les  of  t h e  lowland grspes ,  then 

over t h e  horny r i d g e  of the s h e l l ,  p u t t i n g  a yellow againkt a purple ,  a 

curred shape - inst  a round shape, without knowing uhy she d i d  it, o r  

why, every time she did it, she felt more  and mre serene . . . '' 163). 

5 1 ~ i  there, in the last l i n e s  of the above passage, is the answer 

to o u r  query a b u t  the necess i ty  f o r  ~ i l y ' s  perspect ive  i n  t h e  novel. 

%or 211 that ?IS, -+nsay m y  serve as t h e  sub jec t  of an  a e s t h e t i c  v i s i o n  

and f o r  a l l  trat -she r a y  be capable of having moments of a e s t h e t i c  



pleasure ,  she is y e t  incapable of  communicating t h i s  v i s i o n  because she  

is unconscious of t h e  i n t e l l e c t u a l  cons t ruc t s  which l i e  behind h e r  

powers. Like Mrs. Dallovay, Mrs. Ramsay does n o t  possess  a n  o u t s i d e  

pe r spec t ive  on h e r s e l f ;  she  is not  aware of h e r  effect on others .  Indeed, 

she  seems to be "pres id ing with immutable c a l m  over  destinies she 

completely fai . led to understand" (P. 78). I n  o t h e r  words, she  is mych 

too grounded i n  l i f e  t o  be aware of  h e r  r o l e  i n  it, She is too  involved 

i n  beix art t o  bring t h a t  sub jec t ive  q u a l i t y  i n t o  o b j e c t i v e  perspective.  

Indeed, she seems to feel t h a t  those  moments of  s e r e n i t y ,  of coalescence, 

"are s p o i l t  , . . by saying them." "Aren't w e  more expressive,"  she  

wonders, "to rest i n  s i l e n c e ,  uncommunicative; t o  rest i n  t h e  extreme 

obscur i ty  of human re la t ionsh ips"  (pa 256)? The ques t ion  she  poses is, 

of  course,  t h e  o l d  problem of l i f e  versus  art. Art is, i n  one sense,  

i n f e r i o r  t o  l i f e  because it can never equal t h e  f u l l n e s s  o f  t h o s e  inex- 

p r e s s i b l e  moments i n  K r s .  Ramsay's p r i v a t e  thought. But l e f t  within t h e  

mind of  Em. Eiamsay, that moment is not  only l i m i t e d  i n  time, it is 

limited to the s u b j e c t i v e  world of  the i n n e r  being--it cannot be t r ans -  

forned i n t o  s o n e t h i r ~  o t h e r s  s h z r e .  

I t  I s  i n t e r e s t k g  t o  r ~ t e  t h a t  wfien Woolf first conceived of  

To The Li&thouse, t h e  c w t e r  of L i l y  Briscoe was no t ,  apparent ly ,  -- - 

an t i c ipa ted .  Eer o r i g i ~ l  i n t e n t i o n ,  as she no tes  i n  A Writer's D i a q ,  
& 

- 
was to re-crea+s a perf& fro3 t h e  family l i f e  of h e r  o m  childhood and 

dsi-  Liis,  perfi2Lps "vfite-out" what s h e  felt t o  be t h e  tmheafthy 

2 3o:Lrar.ce o f  her parerts' ? e m - m l i t i e s  i n  he r  own psyche 1 "This is 

gsirgc to 'Se f a i r l y  &05; t o  have fa+Aer9s  chazacter  done complete i n  

. L,, - and mY?ier's; arid Sz. I v e s ;  and Lriildhood; and a l l  t h e  usual  t h i n g s  



I t r y  t o  put  in - - l i f e ,  death ,  etc.  But t h e  c e n t r e  is f a t h e r ' s  charac te r ,  
+ 

s i t t i n g  i n  a boat ,  r e c i t i n g .  'We per ished,  each a lone , '  while he  crushes  

a dying mackeral" (p. 75).' B e g "  ( a t  l e a s t  p a r t l y )  as a t h e r a ~ u t i c  

exerc i se  and centered on h e r  f a t h e r ,  t h e  novel t u r n s  o u t  t o  be centered 

much more on H~s. Ramsay and L i l y  Briscoe with t h e  emphasis on a r t  

r a t h e r  than on Woolfts personal  pmblems of  childhood g u i l t  and p a r e n t a l  

dominance. However, it should not  be d i f f i c u l t  to understand how t h e  

transformation t a k e s  p lace  nor  why t h e  charac te r  of  L i l y  Briscoe is 

found to be so  necessary to t h e  work. I n  t h e  f irst  p lace ,  while it might 

J r 
d 

have been a personal  need t h a t  impelled Woolf t o  mite about h e r  r e l a t i o n -  

s h i p  with h e r  f a t h e r ,  it was t h e  p ro fess iona l  art ist  i n  h e r  t h a t  d i v e r t e d  

h e r  a t t e n t i o n  t o  h e r  mother who, l i k e  Mrs. Ramsay, seemed t o  suggest 

q u a l i t i e s  w e  a s s o c i a t e  with a work of art. In. t h e  second p lace ,  Woolf 

r e a l i z e d  ( indeed it is  a r e c u r r i n g  theme throughout h e r  works) that t h e  

c r e a t i v e  process t a k e s  p lace  i n  t h e  i n t e r p l a y  between t h e  artist's 

psyche and t h e  o b j e c t  he is re-creat ing and t h e  r e s u l t i n g  work of art 

is a r e f l e c t i o n  of that dynamic. I n  o rder  t o  d u p l i c a t e  t h i s  process  of 

r e c o l l e c t i n g  h e r  mother and having t h a t  r e c o l l e c t i o n  transformed t o  ar t ,  

Woof f had to  include,  i n  t h e  novel,  t h e  s u b j e c t  of t h e  work o f  ar t  (MI'S. 

Ramsay) as w e l l  as t h e  artist who is observing her. I n  -- To The 

Li&thouse, then,  L i l y  3 r i s c o e  s t ands  i n  t h e  , same perspec t ive  t o  Mrs. 

?ansay as Vi rg in ia  Woolf, wr i t ing  the novel,  stands to t h e  r e c o l l e c t i o n  

of h e r  mother. 3y plac ing  L i l y  i n  t h e  same p o s i t i o n  as h e r s e l f ,  Woolf 

i s  able t o  examine, through L i l y ' s  c r e a t i v e  a c t i v i t y ,  t h e  'complete pro- 

c e s s  whereby o b j e c t i v e  and sub jec t ive  v i s i o n s  come toge the r  i n  t h e  

fim1 work of ar t .  The result, then,  is a work of ar t  i n  p rocess  as 



- --- - - - 

w e l l  as a work of art  completed. I t  is ( t o  use   oler ridge's terms) a - 

"self-witnessing and s e l f - e f f e c t e d  sphere of  agency". I t  can only be 

i n  t h e  p m c e s s  of L i l y ' s  s t rugg ld  toge the r  t h e  c o n f l i c t i G  

elements i n  h e r  re-creat ion of t h a t  we are a b l e  t o  experience 

t h e i r  essence, 

Indeed, t h e r e  is evidence i n  A Writer 's  D i a r y  t h a t  suggests  that - 
Woolf had become p a r t i c u l a r l y  concerned, a t  t h i s  p o i n t ,  with t h e  process  

of  transmuting t h e  s t u f f  of real l i f e  i n t o  art. I n  a passage t h a t  was . 

q i t t e n ,  s i g n i f i c a n t l y ,  dur ing t h e  t i m e  she  was working on -- To The 

L i ~ h t h o u s e ,  she recalls a visit t o  Thomas Hardy and h i s  wife and wonders 

how she  could cap tu re  t h e  essence of  t h a t  moment i n  l i f e  through artr 

What I thought was t h i s :  i f  a r t  is based on thought,  
what is the, transmuting process? I was t e l l i n g  my- 
s e l f  t h e  s t o r y  of  o u r  v i s i t  t o  t h e  Hardys, and I 
began t o  compose i t ;  t h a t  is  t o  say t o  dwell on 
Mrs, Hardy l ean ing  on t h e  t a b l e ,  looking ou t ,  
a p a t h e t i c a l l y ,  vaguely, and so would soon b r ing  
everything i n t o  harmony with t h a t  as t h e  domin- 
en t  theme. But t h e  a c t u a l  event was d i f f e r e n t .  4 

F'urthermore, t h e  ques t ions  that a r o s e  ou t  of t h e  Hardy v i s i t  were more 

than just passing i n t e r e s t s ,  f o r  s i x  months befor5  she had been mulling 

over  t h e  same problem of transmuting l i f e  i n t o  a r t  and had begun t o  pro- 

pose a theory of  f i c t i o n  t h a t  would revolve around t h e  notion of  per- 

spec t ive  : 

. . , I t h i n k  I w i l l  f i n d  some theory a b u t  
f i c t i o n  . . . The one I have i n  view is about per 
spective.  . , . I don' t  th ink  it is a mat te r  of 
'development' but  something t o  do with prose  and 
poet ry ,  i n  novels. For ins tance  Defoe a t  one end; 
E. Bronte a t  t h e  other.  Rea l i ty  something they pu t  
a t  d i f f e r e n t  d is tances .  One would have t o  go i n t o  
conventions; real l i f e ;  and so on, 5 



S 
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3 u t  if t h e  not ion  f o r  a "theory o f  f i c t i o n "  was never pursued beyond 

t h e  proposal ,  c e r t a i n l y  t h e  i d e a s  on which it was based found t h e i r  

way i n t o  h e r  next  novel ,  where, as we have pointed  o u t ,  t h e  transmuting 

process ,  and t h e  na tu re  of  p e r s p e c t i v e  are i n t e g r a l  ques t ions  i n  t h e  

working ou t  of -- To The Lighthouse. 

I t  would n o t  be  presumptuous, then,  t o  s e e  To The Lighthouse as -- 
Woolf's most " a r t i s t i c  novel*. It is ,  a s  Ruby Cohen has  noted "a work 

e 
6 

of art  about artH . Its concerns a r e  those  o f  t h e  artist:  how wisdom, 

knowledge, beauty ( q u a l i t i e s  which L i l y ,  a t  one point, no tes  ir. I:rs. 

2ansay) car, 59 extended beyond t h e  sub jec t ive  momentary r e a l i z a t i o n  i n t o  

art. While P e t e r  Walsh is brought up s h o r t  i n  t h e  f a c e  o f  t h i s  dilemma, 

saying of K r s .  Dalloway's essence,  "all  t h i s  one could never share",  

L i l y ,  as t h e  ar t i s t ,  is a b l e  t o  progress  beyond P e t e r  i n  search  o f  a 

solu t ion .  

For Vi rg in ia  Woolf, t h e  c r e a t i v e  process was more i n v e s t i g a t i o n  

than representa t ion .  Her w r i t i n g  served as a way of  f i n d i n g  ou t  about 

. 
experience more than a s  a m e d i u m  i n  which t o  record  what she  might al- 

ready know. Th i s  is p a r t i c u l a r l y  t h e  case i n  To The Lighthouse where -- 
h e r  i n v e s t i g a t i o n  o f  experience t a k e s  i n  two related themes: t h e  na tu re  

of emotions o r  f e e l i n g s  and how t h e s e  phenomena might be  observed and 

comunicated  i n  t h e  o b j e c t i v e  world. Furthermore, t h e  method by which 

t h e s e  problems are examined can be seen i n  terms of  a d i a l e c t i c  t h a t  

involves  d i s s o l u t i o n  on one hand, and u n i f i c a t i o n  on t h e  o ther .  Each 

emotion o r  experience i s  first separa ted  Snto its var ious  elements and 

then,  once it has  been broken up, it is brought t o g e t h e r  again. I t  is 

not  un l ike  t h e  process  Coleridge described i n  h i s  d e f i n i t i o n  of t h e  



- - -  

p r h a r y  i m g i n a t i o n r  "The primary imagination . . . d i s s o l v e s ,  d i f f u s e s  

and d i s s i p a t e s  i n  o rder  t o  recreate."? F i n a l l y ,  because t h e  constant  

interchange between d i f f u s i o n  and r e c r e a t i o n  i s  so i n t e g r a l  t o  t h e  

i m g i n a t i v e  v i s i o n  of t h e  novel,  it is important t h a t  w e  wi tness  t h i s  
F 

c r e a t i v e  process  working through Yoolf's na iTat ive  technique. There- / 

f o r e ,  i n  a c l o s e  t e x t u a l  a n a l y s i s ,  w e  u i l l  look f i r s t  a t  how Woolf 
t 

ranages to dhsalve and separate t h e  var ious  elenen% of her v i s i o n  

before she b r ings   the^ t o g e t h e r  i n  t h e  f i n a l  synthes is .  

.Ahen she began working on -- To The Lighthouse, Vi rg in ia  Woolf 

noted i n  h e r  d i a r y  t k a t  she ri!L&t ". . . do something i n  -- To The LipSlthouse 

t o  s p l i t  up emotions Fore .completely. I th ink  I ' m  working i n  t h a t  

d i rec t ionn8  and indeed, we can observe t h i s  d i f f u s i n g  process  working 

i n  t h e  novel 's l e i s u r e l y  beginning where, as i f  viewed through a prism, 

Yrs. Ramsay is presented t o  u s  i n  severa l  separa te  roles a t  once. 

S i ~ u l t a n e o u s l y  she  is supervis ing h e r  son's p lay ,  p o s i n g - f o r  L i l y  

S r i s c o e ' s  p a i n t i n g  and pursuing a t r a i n  of thought t h a t  has  i t s  source 

i n  a prospect ive  t r i p  t o  t h e  l ighthouse,  These var ious  a s p e c t s  of  Mrs. ' 
Tamsay's c h a r a c t e r - h e r  role as a mtkeY, h e r  symbolic s i g n i f i c a n c e  as 

a coalesc ing of a e s t h e t i c  p r i n c i p l e s ,  and h e r  i n n e r  world of emotions 

and feel ings--wil l  determine t h e  novel 's  thematic content ,  but  what 

concerns u s  a t  t h i s  point a r e  the enot ions  she i s  i n  t h e  process  of 

analyzing,  The subs+ance of h e r  thoughts, it seems, is  not  s o  much t h e  

a c t u a l  t r i p  to the  l ighthouse  but r a t h e r  t h e  na tu re  of t h e  e m t i o n s  
,-'--- 

tht a r e  e l i c i t e d  i n  var ious  ind iv idua l s  a t  t h e  prospect  of t h e  t r i p .  

Cbserring h e r  son, she no tes  t h e  ~ r i e t y  of  f e e l i n g s  t h a t  come i n t o  

?lay a t  t h e  mention if a t r i p  t o  t h e  l ighthouser h i s  i n a b i l i t y  t o  



prospec t s  n i t h  t h e i r  joys and sorrows, cloud &at is a c t u a l l y  a t  hand"), 

t h e  tendency t o  a t t a c h  t h e  p r e v a i l i n g  emotion t o  inanimate o b j e c t s  so 

t h a t  t h e  p i c t u r e  o f  a r e f r i d g e r a t o r  is endowed w i t h  "heavenly b l i s s "  

and t h e  p o t e n t i a l  f o r  murderous revenge t h a t  l ies beneath t h e  su r face  

when t h a t  hope f o r  a t r i p  is sha t t e red ,  

Angered by her - 6 s  apparent  camplacency in baing the cause 

of  h e r  son's  s h a t t e r e d  hopes ( t h e r e  w i l l  be no t r i p ,  he  a s s e r t s ,  because 

t h e  wind is i n  t h e  wrori d i r e c t i o n ) ,  K r s .  Ramsay then a t t empts  a similar 

a n a l y s i s  of h i s  'ireser.t state of mind. She admires h e r  husband's 

unswerving dedicat ion t o  facts ("he was incapable of un t ru th ,  never 

tampered with a f a c t ,  never altered a disagreeable  word t o  s u i t  t h e  

p leasure  o r  convenience of any m o r t a l  being") and y e t  notes  h i s  secret 

p leasure  " in  d i s i l l u s i o n i n g  h i s  son and c a s t i n g  r i d i c u l e  upon h i s  uife" 

and f i n a l l y ,  she acknowledges h i s  unateshed conce i t  i n  h i s  own accuracy 

of judgment. 

A s  t h e  first part of t h e  novel progresses,  t h i s  dissolving of  s t a t e s  

of minds into var ious  parts cont inues  as each new chal-acter is brought 

irho t h e  scene, Charles Tansley, L i l y  Briscoe, W i l l i a m  Bankes, Paul and 

Piinta, Sancy and Andrew--are a l l  submitted t o  c l o s e  a n a l y s i s  as w e  encounter 

then through t h e  ~ r i o u s  pe r spec t ives  o f  Ws. Ramay, t h e  omniscient nar- 

rator, o r  each other.  3ut while m y  c r i t i c s  have recognized t h e  technique 

9 o f  presen/ting one character through s e v e r a l  pe r spec t ives  , they have over- 

Xooked t h e  fact that the same t reatment is gi#en to emotions o r  states of 

Acd.  L i l y  S r i s c o e  and William a n k e s ,  f o r  ins tance ,  attenipt to "split- 

yp" o r  sewrate t h e i r  var ious  impressions about each o t h e r  and about Rr. 



and M r s .  Ramsay i n  a s e r i e s  o f  thoughts t h a t  occas iona l ly  break into 

t h e i r  conversat ions.  And, t h e  notion o f  a d i s s e c t i n g  F c e s s  is f u r t h e r  

enhanced by W i l l i a m  3ankes' unconscious use  of a pen-knife t o  punctuate 

h i s  ques t ions  about L i l y ' s  p a i n t i n g  (indeed,,  we've seen t h e  pen-k-hfe 

* work, symbolically, f o r  t h e  same purpose with P e t e r  Walsh i n  - Mrs. 
- 

Dalloway). S i m i l a r l y ,  we are asked t o  p i c t u r e  M r .  Ramsay's philosophy 

i n  separate s t a g e s ,  as a proceeding from one leter  of t h e  a lphabet  t o  

the ~ e x t ,  each -rate element added t o  t h e  next  as h e  curamulates h i s  

way toward 2. 

I n  h e r  determination t o  "spli t -up" emotions i n  t h e  first part of  

To The Lighthouse Woolf a l s o  e s t a b l i s h e s  an  important  p ropos i t ion  which -- 
is  c r u c i a l  t o  t h e  novel ' s  f inal  synthes is .  9y d e n o n s t r a t i s c  +hat each 

state of mind i s  ~ a d e - 2 2  cf conflicting elements, she a l s o  reveals t h e  

e s s e n t i a l  d i a l e c t i c a l  na tu re  of  - any p a r t i c u l a r  emotion--a p r o p o s i t i o r ~  

which is as i n t e g r a l  t o  h e r a e s t h e t i c s  as it is t o  h e r  philosophy of  

r e a l i t y ,  Indeed, t h i s  mixture of opposing emotions wi th in  a s i n g l e  

individual  is f u l l 5  revealed  throughout t h e  d i s so lv ing  process  i n  t h e  

first section.  There i s ,  fo r  ewqle ,  Mrs.   am say's need f o r  privacy:  

. . . it was a r e l i e f  when they [her children] went 
t o  bed. For now she need not  th ink  about anybody. 
She could be h e r s e l f ,  by h e r s e l f .  And t h a t  was what 
now she o f t e n  f e l t  t h e  need of--to think; w e l l ,  n a t  
even Co thfr-k, To be s i l e n t ;  to be alone. A l l  t h e  
being and t h e  doing, expansive, g l i t t e r i n g ,  vocal ,  
evaporated; and one shrunk, with a sense  of  solem- 
n i t y ,  to 'ceirg onese l f ,  a xed,ue-shaped core  of 
darkness,  s o ~ e t n i n g  i n v i s i b l e  t o  o t h e r s  (p. 95) .  

znd, on t h e  o t h e r  hmd, h e r  d e s i r e  t o  be surrounded by people, always 

i n v i t i n g  more friends than they could, accomdate  i n  t h e i r  summer home, 



always needing more people, wanting more ch i ld ren  to care f o r  and 

worry about. 

There has been a tendency, i n  t h e  crit ical in te rp re ta ; t ions  o f  

To The Lighthouse, to  ex t h e  d i a l e c t i c s  inheren t  i n  t h e  novel t o o  -- 
schematical ly;  Ye would be ignor ing t h e  complexit ies  o f  t h e  novel 

- -  

(and of Woolf's a e s t h e t i c s )  i f  w e  assume t h a t  Mrs, Ramsay and M r .  

Ramsay a r e  to be viewed as opposing p r i n c i p l e s  i n  a feminine/masculine 
ti 

o r  intei lect /ernotion d alectic. While on a very s i q f i f i e d  l e v e l  t h e s e  

opposi t ions  can be observed, w e  should not  ignore  t h e  fact t h a t  t h e r e  

e x i s t s  such a c o n f l i c t  wi th in  each ind iv idua l  c h a r a c t e r  which i n  t u r n  

makes t h e  working o u t  of a s y n t h e s i s  much more complex. " ~ e e i i n ~ s ,  

nhich used t o  come single and separate do so no longer ,"  Woolf w r i t e s  i n  

"The liarrow Bridge o f  A r t ,  'I "5eauty is part ugl iness ;  amusement part 

d i s g u s t ;  p leasure  part pain. Qotions which used t o  e n t e r  t h e  mind 

whole a r e  now broken upon t h e  threshold.  "" Therefore,  as w e  have been 

m d e  aware o f  t h e  c d n f l i c t i r g  a s p e c t s  of M r s .  Ramsay's personal i ty , '  s o  

L g h t  i d e n t i f y  similar opposi t ions  i n  M r .  Ramsay. Alongside h i s  

r e f u s a l  t o  le t  t h e  f e e l i n g s  of  o t h e r s  sway him f r o m  r e c i t i n g  the co ld  

hard  t r u t h ,  w e  nus t  recognize 'his weakness f o r  sent imenta l  literature-- 

h i s  chanting of Temyson's "Charge of t h e  Light  Brigade" and h i s  enjoy- 

r e n t  of the ~tfefodzazaa fn S i r  Walter Scott. While Ws. Ransay p i s e s  

 hi^ f o r  h is  a b i l i t y  t o  shed t h e  s u p e r f l u i t i e s  of life (p, 58) , Villiam 

3ankes r e c a l l s  Kr. T b n x ~ y  pausing i n  h i s  a b s t r u s e  contemplations t o  

n o t i c e  a chicken cmssi.ng t h e  mad with h e r  brood (p. 33). A paragon 

of s to ic ism,  Hr. , W y  has abso lu te ly  no se l f -con t ro l  when h e  feels t h e  

need of hearing kis ? r a i s e s  sung by others .  



- 
- - - L - -  

Nor are these  opposing elements within a s ing le  personali t$limited 

t b  jus t  t he  cen t r a l  characters. For instance,  we* f i n d  t h a t  W i l l i a m  

Bankes' p ra i se  of M r b  Ramsay is mixed with a personal jealousy f o r  h i s  
r 

family l i f e ;  i n  Li ly  Briscoe, an overwhelming emotion of romantic love 

can momentarily displace he r  independent self-reliant% On t h e  outside,  

James. (as a chi ld)  appears ". .' . t he  image of stark and uncompromising 

sever i ty"  while ins ide ,  nore l i k e  h i s  mother, he is extremely sens i t i ve  

to the  subt les t  f l u c t u t i o n s  i n  mood. 

Having presented t h e  opposing forces  working within individual  

persona l i t i es ,  Moolf carries t h i s  dialectt ical  pa t t e rn  i n t o  t h e  discurs ive 

port ions  of t he  novel. Ideas  are presented i n  the  form of opposing 

views r a the r  than as conclusions f o r  one s ide  o r  another. Masculine 

and feminine po in ts  of view a r e  weighted and compared, t h e  advantages 

and disadvantages of marriage and bachelorhoqd a r e  discussed. Even the  

tune i n  which these notions are presented is double-edged f o r  ( a s  Mrs. 

Ramsay describes h e r  react ion t o  Paul and Mink's engagement) t he re  
# 

is  something t h a t  is both "profound and ye t  mocking" throughout these 

discussions. 

i n  addi t ion to  t h i s ,  t he  imagery of t he  novel also suggests duali ty.  

The sound of waves is, f o r  Hz's. Iiamsay , both comforting ("I a m  guarding 

you--I a m  your support") and fr ightening (" l ike  a ghostly roo1 of -drums 

remorselessly beat t he  measure of l i f e ,  made one t h i n k  of t h e  destruct ion 
- 

of t h e  is land and i t s  e d f m e n t  i n  t he  sea . . ." bp. 27-28]). Even 
'9P 

more s u g e s t i v e  is the  image of the  sku l l  with K r s .  kmsay's shawl draped 

over it, but,  unless we r e a l i z e  t he  degree t o  uhich the  double vis ion 

permeates t h i s  novel, w e  a r e  l i a b l e  t o  mis-interpret t h i s  image. Nancy , 



tomi,ws 3azin, (am% otners) explains  Xrs. 3ansay's motive 
* 

t h e  skull as a des i r e  tc "cover o v e F  the cold hard facts of 

U i q t n i a  Uooff wozld not, like K s s .  Ffamsay, cover a 
'horrid' s k u l l  with p green sbyf  and t h e n  say it 
was l i k e  a zwmtain,* a bird 's  &st,. o r  a garden. 

i n  covering 

l i f e  r 

Iiansay k n e w  t h e  difference t o o  . . . but Vfrginia  
W m l f  would have a harder t i n e  pretending it nas some- 
I X n g  other  t?-=: 5iFi.zi5 2% was. ZU.e her  mother t 

i 

p l r g i n i a  ilmlf's17 ~ r s ' .  Fkzcay t r i e d  to soften %he i 

blow6 zzd threats  & h m n  hap$ness; bu to Vfrenia 3 
Ei 3 Xoolf and her father, z fact was a fact. Pi - 

i3 
f - 
f - * 

' .J' , ,, '4 the contrary, 9.e covering of the skull is not an a t t e q t  tc 
I - 

, rqress &that elecler.5 of' ",5- and dest l l ic t icn ir, life, but' m t k e r  tke 



*&e riiddle of the a t  t h e i r  s m r  home, ~ h e . x + e u s  it f r o m  a double 

2erz-pc5ive--zs it exists i n  t h e t  " A 1 1  those  pa ths  and t e r r a c e s  and 

l e s s n e s s  of t h e  I-&:hatlor.: "it nzs a hanging garde~, 1% was a m l l e y ,  
f 

2111 of birds ,  anC Sowers, and a ~ t e l o p e s  , . . (P. 3033. And, at  t h i s  

h w s  ma&r t o  I't. 3ct &st as he is about t o  take perverse pleasure  

5c Favfng h i s  last ru.rar5ic i l l u s i o n  cu t  loose,  he r e a l i z e s  t h a t  t h e  

L i g k t h i l s e  5s n e i t h e r  m e  tkirg nor the o the r  but has a S e a l i t y  i n  

'mth vis ions :  

j w s  looked a t  t h e  Lighthouse. Re could see t h e  white- 
washed rocks;  t'r-e tower, stark and straiat; he co-dd 
see tkt  it -as barred with  black and white; he  could 
see  windous i n  it; he could w e n  see  washing spread on 
Kr,e rocks t o  Ly. SO t h a t  was t h e  Lighthouse, was i t ?  

Xo, t h e  o ther  was also t h e  Lighthouse. For nothing 
was s i z p l y  one tkiirg. The o the r  Lighthouse was true 
too. It was so re t i ne s  hardly to be seek across  t h e  - 
bay. -r, the eve rAq  one looked up and saw t h e  eye 
openi&: and shut t ing and t h e  l i g h t  seezed t o  reach 
 the^ i i n  that a i r y  sunny @mien h e r e  they sat (PP. 276-77). 

'3 
**ile +he Lf @thouse is, &+&out douSt, t h e  primary symbol i n  t h e  

20-sel, the= are ra.7 o t h e r  i--es which c o n h i n  dual  o r  opposing meanings. 

ar,d a e s t h e t i c  bases of t h e  novel, - t hey  also (by the very f a c t  t h a t  they 

are concrete s p b l s  of  ideas--for t h e  characters  as well af; f o r  t h e  

-der,\ s -xxes t  soriexf11,: a b u t  t k e  method within t h e  work. 

-- - r . n u & o ~ t  t?,e Lsuel we zre d e  awzre of the tendency of 'daolf 's 



--- 

c h a r a c t e r s  t o  a t t a c h  their i n n e r  tnoughts (whether they  be emotional o r  

i n t e l l e c t u a l )  t o  concre te  o b j e c t s  i n  t h e  o u t s i d e  world. Emmining t h e  

whole of Yx. F a s a y ' s  l i f e ,  Y i l l  lan Eankes r e s o r t s  to t h e  scene of a 

Jes tnore land road ~ 5 t h  a hec and h e r  chickens cross ing  it. Thinking of  

Frs. -Fiamsay, he focuses on t h e  const ruct ion work gofrg  on i n  a building 

o u t s i d e  h i s  windon. S i & l a r l y ,  L i l y  must f i n d  a n  image t o  concentra te  
-- 

or. f a  p l a i n ,  whlte, deal t a b l e )  i n  o r d e r  to comprehend Yx. ?amsay7s 

philosophy. With t i e  p ron i se  of  a visit t o  t h e  Lighthouse, James' 

e m t i o r ,  of "heaven l~-b l i s s**  rs transferred to t h e  p i c t u r e .  of  a refridger- 

ator i n  a mail-crder catalogue,  That i w e s  p lay  a c r u c i a l  r o l e  i n  t h e  

novel is q u i t e  appropr la te  f o r ,  as we argued earlier, To The Lighthouse 

i s  about zrk and t h e  a r t i s t  i n  t h i s  novel '  is an ' i q e - e e r ' .  It is 

L i l y ,  as p a i n t e r  ~ & o  U ~ U  create the  cuiminating w e  i n  the work with 

h e r  m i n t i n g .  32t our concern at this poin t  should be d i r e c t e d  t o  t h e  

Trocess by which t:?at fFnaf hage comes a'mut. 

Xe hzve noted ,  ic t he  first s e c t i o n ,  t h a t  Uwlf's - -nat ive  tech-, 

nique i-zvolves splitti%-up s t a t e s  of rLnd into vaf ious ,  of tent imes  con- 

f l i c t i r w ,  e m t i o n s ,  In o r d e r  to be i n  a p o s i t i o n  to realhe the v a r l e t y  

of t h e s e  phenozena, 2% is necessary +that t h e  au thor  main'ain a c e r t a i n  

C s t a n c e  f r o m  t h e  sub jec t  z t t e r ,  ? e m i t t i n g  a wide view of t h e  range of 

12 p ~ s T S i l i + i e ~ .  Yna% "dm3ting y e r q e c t i v e "  h f  cn Auerbach 2e rce ives  

ir, Yoolf 's treatzexit o f  V r s .  ? w y  is, i n  s r t ,  a result of h e r  refusal 

to x m w  that _3erqective by cooi-rg too c lose  +a h e r  cdracter. %rlier ,  

we ,had s leges ted  :?at i'oolf put h e r  experience of r e c o l l e c t i n g  h e r  mother 



- - ---- 

mother i n t o  Lily S r i s c o e ' s  experience of r e a l i z i n g  Mrs. Ramsay i n  h e r  

p i n t i r q .  If we now t u r n  t o  examine wi th in  t h e  novel,  

w e  w i l l  pe rce ive  t h i s  same 'doubting i n  h e r  v i s i o n  of  H r s .  

As soon as we are i n t m d u c d  t o  L i l y  w e  are ade aware o f  a c e r t a i n  

azbivalence i n  h e r  a t t i t u d e  t o  Ers. Ramsay, t h e  s u b j e c t  o f  h e r  pa in t ing ,  

C , o r ,  i f  she is extremely a t t r a c t e d  t o  he r ,  she a l s o  seeks  t o  extricate 

herse l f  from t h i s  attraction. Zarly i n  t h e  novel,  f o r  example, Lily is 

with an almost irresistible desire  to " f l i n g  h e r s e l f  . . . a t  Ers. 

;jaxsay's knee and say *uo h e r  . . . '1 'm i n  love  with you . . . I'm in 

iove  with t h i s  a l l  ' ( 2. 32 ) . In o r d e r  to overcome such a n  overpowering 

iqtllse s..e l eaves  Y z s .  Earsay to go f o r  a walk u i t h  Y i l l i a r n  bankes. 

P i x ~ l l ~ ,  as they  a?prozck t h e  bay t h e  emotions t h a t  had been bu i ld ing  up 

ir. L i l y  a r e  dispersed as she  s u c m b s  t o  t h e  beauty of  t h e  scene before  

- e r r  "It was as if the ;rater f loated  off and set sailing thoughts uhich 

' -ad stagnant on d r y  l and ,  and gave t o  t h e i r  bodies even some sort . 
~f p k y s i d l  relief. First, t h e  pu l se  of  colour f looded t h e  bay u i t h  blue,  

arid s?-e !-.six% exprided K;_%k it and t h e  body swan, only t h e  next  i n s t a n t  

3e checked a d  &.ill& by t ne  p r i c k l y  blackness on t h e  ruffled waves " 

. - 
\?. 33, .  :.ere %here i s  nos o f l y  the sense of expancEng cnt.,zrd, l e a ~ 5 n g  



-- - - - - - - - A 

d i s t a n c i n g  a l lows h e r  t o  begin t o  r e a l i z e  t h e  opposing f o r c e s  t h a t  

go i n t o  t h a t  r e la t ionsh ip .  

Eowever, t h i s  d i s t a n t  pe r spec t ive  is not  a s t a b l e  one and t h e r e f o r e ,  

e s h o r t l y  after the moment o f  r e l i e f ,  w e  f i n d  L i l y  s t r u g g l i n g  again to 

achieve  t h e  proper o b j e c t i v i t y .  J u s t  as she is about to say something 

c r i t i c a l  of  Fir. Ramsay, she r e a l i z e s  t h a t  h e r  o b j e c t i v e  s t ance  is s o  
- 

precar ious  t h a t  i n  o r d e r  t o  maintain it she  cannot even ris looking a t  i - 2 1 
him r * 

' i 
I 

. . , looking down, she thought, he i s  absorbed i n  h imsel f ,  
he  is t y r a n n i c a l ,  he  is un jus t ,  and kept  looking down, 
purposely, f o r  only so could she keep s teady,  staying with 
t h e  Ramsays. D i r e c t l y  one looked up and saw them, what 
she called 'being i n  love' flooded them. They became part 
of t h a t  unrea l  but  pene t ra t ing  and e x c i t i n g  universe  which 
is t h e  world seen through t h e  eyes of love  (pp. 72-73). 

Th i s  thought, coupled d t h  h e r  observation o f  X i l l i a m  Bankes' love  

f o r  Krs. Ramsay, is s u f f i c i e n t  to suspend L i ly ' s  o b j e c t i v e  pe r spec t ive  

and she  f i n d s  h e r s e l f ,  once again ,  succumbing to t h e  rapturous  glow of 

t h e  Ramsays. But h a t  is p a r t i c u l a r l y  s i g n i f i c a n t ,  i n  terms of  t h e  

c r e a t i v e  process ,  is t h e  method by which L i l y  manages t o  re-gain h e r  

o b j e c t i v e  perspective.  A s  she  is made aware of  Bankes' love  f o r  Mm. 

Ramsay, L i l y  begins (unconsciously, it seems) to  compare it with h e r  

o m  f e e l i n g  f o r  K r s .  Ramsay. She no t i ces ,  f o r  ins tance ,  t h a t  un l ike  h e r  

own d e s i r e  t o  " f l i n g  h e r s e l f t t  a t  M r s .  Ramsay's knees, t h e r e  is something 
- 

i@ersonal  i n  Sankes' love ;  "It was , . . distilled and filtered; love  
I - 

t h z t  never at tempted +a c lu tch  i ts ob jec t ,  bu t ,  l i k e  the l o v e  uhich 

inatherat icians bear  t h e i r  symbols, o r  p o e t s  t h e i r  phrases,  was meant to 

3e spread over t h e  world and become part of t h e  human gain" (p. 74). 



There is, then, a n  aesthetic o r  fo r raa l i s t i c  aspect t o  t h i s  love ,  l i k e  

t h e  enotion one h a s  i n  viewing art, and musing on t h i s  a s p e c t ,  L i l y  

realizes tna t  +that she  is wi tness ing is something t h a t  should be trans- 

lated into an obzect ive  Tom h e r e  o t h e r s  may partake of  i t s  

The world by a l l  means should have shared it, could 
M r .  3ankes have said why tha t  woman pleased him so; 
uhy t h e  sight of  h e r  reading a f a i r y  t a l e  t o  h e r  boy 
ha3 upon h i s  p r e c i s e l y  t h e  same e f f e c t  as t h e  solu- 
t i o n  of  a s c i e n t i f i c  problem, so t h a t  he  r e s t e d  i n  
c o n t e q l a t i o n  of it, and fe l t ,  as he f e l t  when he  
had proved sonethfng abso lu te  about t h e  d i g e s t i v e  
system o f  p l a ~ t s ,  t-hat b a r b a r i t y  was tamed, t h e  
re ign of chaos subdued (p. 74). 

A t  Y i i s  p01r.t t h e r e  is ar, i c t e r n q t i o n  i n  L i l y ' s  stream 'of thoughts as 

she a r e c t s  her  a t t e n t i o r ,  b c k  to her  p a i n t i n e  o f  Emr -say. It seems, 

however, that  it Is " i n f i n i t e l y  Sad"; it doesn't  convey h e r  v i s i o n  of  

??s, ,?anszy a t  all; sozethi.wz is rzsslrg, once more it w i l l  never be 

seen *TJ anyone and Yamley has said t h a t  women can ' t  p a i n t ,  can ' t  write. 
- 
:at, f inding no so lace  i n  t h i s  train of thought, L i l y  r e t u r n s  t o  h e r  

Somer =sings, only  t h i s  t h e  t h e  concentra t ion is less on Sankes8 

feelings and nore on -the oblect of those  f e e l i n g s  (uhich a l s o  happens t o  
a 

5, t h e  objec t  of :?er r>zi~tiw). I t  is a t  t h i s  p o i n t ,  then,  that we 

reach i h e  clL-rax of the pssage, f o r  "Lly has f i n a l 3 y  regained h e r  

bas r.9: ;iei re&.& l 5 s  fL rL  c o q l e t l o n  f o r ,  having re-established t h e  



former d i s t a n c e  from t h e  s u b j e c t  t h e r e  fo l lows a b a l a n c i k  o u t - b e t s  

t h e  two extremes as Li ly ,  acknowl&.ging both t h e  good and bad a s p e c t s  i n  

Xrs .  *%may, becomes ( l i k e  ~ a n l r e s )  more'impersonal i n  h e r  a n a l y s i s  of  

t h e  probleni  "[~rs. R a m s a y ]  .was unquestionably t h e  l o v e l i e s t  of  people 

. . . but  a l s o ,  d i f f e r e n t  too from the p e r f e c t  shape h i c h  one saw there.  

S u t  why d i f f e r e n t ,  and how d i f f e r e n t ?  . . . How d i d  she  d i f f e r ?  What was 

t!!e s p i r i t  i n  h e r ,  t h e  essential t h i n g ,  by hi&, had yrsn f d  a cram- 

?led glove i n  t h e  comer o f  a so fa ,  you would have known it ,--from its 

twisted f i n g e r ,  h e r s  %ndisputably?" (p. 75).  

Thmughout t h i s  passage, t h e r e  .has been no o v e r t  d e c l a r a t i o n  t h a t  

what L i l y  i s  t ' n i ~ M n g  bears any r e l a t i o n  t o  what she is doing ( p a i n t i n g  
' 

a picture of Yrs. 3arriszy>, yet  t h e  connection is o r n o u s  f o r  wi th in  t h e  

l o r e  s t r e a m  o f  consciousness t h a t  t h i s  passage p r e s e n t s  we have, s t e p  

3y s t q ,  as it were, t h e  s t r u c t u r a l  rhythms of t h e  c r e a t i v e  process  t h a t  

will deternine t h e  cozpfe t ion of h e r  p a i n t i n g  ( a s  well as t h e  completion 

3f t h e  novel).  A t  t h e  c e z t e r  of a revolving c i r c l e  o f  f r i e n d s ,  Er. and 

?rs, ?zrsay  ( # r t i c u l a r l y  Yrs. ~axisajj) e x e r t  what amounts to a magnetic 

m a e r  t~ draw oticers (and k e r e ,  we are most concerned with ~ i l y )  i n t o  

L. ,r.eir c e d e r .  i l l y ' s  l o s s  of o b j e c t i v e  d i s t ance  as she  draws c l o s e r  t o  

. < 
2 rs. ?2rsay descrLbes a c e n t r i p e t a l  movement, Correspondingly, as t h e  

Z .- 
=as-;e zioves ozto c o q l e t i o n  we are presented with t h e  c e n t r i f u g a l  

Ecrce as  >ily s lowl;~ rzdkes h e r  was back t o  h e r  former a n a l y t i c  o b j e c t i v i t y .  

- < - 
-r, sl;ruarize, :net, t k e  creative process  begins with L i l y  tryir ig t o  

' --n' v& iS,t:r, t k e  ST;> ject she s e e k  d i s t ance  ( l i t e r a l l y  and f i g u m t i v e l y )  A-. L U -  



2s t o o  precar ious  t o  be  naintafxied axid once a& sfre ffircts rleraell - --- - 

( a s  s h e  is made aware of W i l l i a m  Bankes love f o r  Nrs, ~ a m ~ )  drawn back ---- 
i n t o  h e r  perplexing intiniacy with Mrs. Ramsay. Slowly, then,  she begins 

aga in  to withdraw, bu t  t h i s  t i n e  it is accomplished not  by l e a p s  of  

imagination (such as she  experienced i n  a v i s ion  a t  t h e  bay) bu t  by a 

step-by-step plodding i n t o  t h e  problem a t  hand. - She begins  by analyzing 

V i l l i a m  3anices' feelings f o r  Mrs, Ramsay and t h e  q u a l i t i e s  t h a t  she 

recognizes--his impersonali ty and t h e  resemblance of h i s  emotion t o  

a e s t h e t i c  pleasure--touch$s h e r  own c r e a t i v e  impulse s o  t h a t  as a n  artis% 

she f i n d s  a d e s i r e  t o  t r a n s l a t e  t h i s  emotion i n t o  a n  o b j e c t i v e  form. 
- 

This  l i n e  of thought r e t u r n s  L i l y  t o  h e r  own p a i n t i n g  and, while she  

f i n d s  it wanting, she has  never theless  re-gained s u f f i c i e n t  o b j e c t i v i t y  

t o  a l low her  t o  t a k e  up again  t h e  r e l e n t l e s s  a n a l y s i s  of h e r  subject .  

A t  last t h e  c r i t i c i s m  which she  could not  voice be fore  is allowed t o  come, 

but  t h i s  negative c r i t i c i s m  l e v e l s  o f f  i n t o  a s y n t h e s i s  where a l l  a s p e c t s  

of  Krs. -9amsay are now brought i n t o  play. I n  terms of  s t r u c t u r e  t h e  

passage desc r ibes  a complete circle with t h e  Ramsays at  t h e  c e n t e r  as 
f- 

t h e  c r e a t i v e  process  works through a rhythm of opposing movementst t h e  

c e n t r i p e t a l  f o r c e  which p rope l s  L i l y  from t h e  o u t e r  bounds of' o b j e c t i v i t y  

i n t o  sub jec t ive  involvement with h e r  sub jec t  is  checked and countered by 
3 

a c e n t r i f u g a l  fo rce  which r e e s t a b l i s h e s  t h e  d i s t a n t  perspective.  Sone- 

where ir, t h e  balance of t h e s e  f o r c e s  l i e s  t h e  work.of art. 

We began o u r  i n v e s t i g a t i o n  of  L i ly ' s  r o l e  i n  t h e  novel by d i scuss ing  

t h e  not ion of d i s t a n c e  i n  t h e  artist's perspect ive  on h i s  subject .  But 

it should be evident  now t h a t  i n  t h e  c r e a t i o n  of  a r t  t h e  o b j e c t i v e  perspec- 

t i v e  d o n e  is  not  suff ic ient - - the  v i e w  from without must be balanced by 



t h e  view f r o m  within; the  impersonal must be held i n  solut ion with t h e  
-- - - -- -- - - 

in tensely personal. Indeed, i n  "another passage which follows sho r t ly  

upon the one w e  have been examining, J e  f i n d  Lily beginning from the  other  

end of t he  d i a l ec t i c .  This time it is not impersonality nor " in t e l l ec tua l  

knowledge" of M r s .  Ramsay's essence t h a t  she seeks, but r a the r  it is 

-intimacy--a kind of  involvement t h a t  she had previously fought against :  

" fo r  it was not knowledge but un i ty  t h a t  she desired,  not inscr ip t ions  

on t a b l e t s ,  nothing t h a t  could be wri t ten i n  any language known t o  men 

but intimacy i t se l f ,  which is knowledge, she had t h o u a t , -  leaning he r  

head on Mrs. Ramsay's knee" (p. 79) . 
Throughout t he  f i r s t  sect ion of -- To The Lighthouse, Woolf d e t a i l s  

over and over again the  play of opposing forces  res id ing  i n  Lfly's 

c rea t ive  process.  h here is, f o r  example, t h e  dinner par ty  where Li ly  

goes through severa l  s tages  ranging from an overwhelming sense of 

involvement i n  t h e  romantic love of Paul and Minta t o  disassociat ion 

from such f ee l ings  through an ac t ive  concentration on t h e  technical  

problems of he r  paint ing,  and these l eve l s  of perspective,  i n  turn,  serve 

t o  punctuate t h e  various degrees of intimacy and i so l a t ion  t h a t  each mem- 

ber of t he  par ty  experiences a s  t he  evening progresses. ) It is, however, 

t he  cumulative e f f e c t  of these passages t h a t  prepares us  f o r  t h e  last 

sec t ion  of the  novel. By s p l i t t i n g  up emotions and carrying t h e  reader 

thmugh the  various s tages  of near and d i s t a n t  perspectives,  Li ly ,  as 

secondary r e f l e c t o r ,  al lows us t o  experience, as it we=, t h e  perplexing 

anguish of creat ion along with her. In  addi t ion t o  t h i s ,  l i k e  t he  com- 

poser of a symphony, she a l s o  prepares us  t o  recognize i n  t he  t h i r d  

sect ion what w i l l  be a recapi tula t ion of t h e  dominent themes of t h e  first. 



But before we move on t o  t h e  last sec t ion ,  we o ~ ~ t t ~ t 0 t 0 u h E ~ Z i y  

upon t h e  in te rven ing  "Time Passes'. I n  t h i s  pause between ' the first and 
* 1 

t h i r d  s e c t i o n s ,  t h e  concentra t ion on pe rsona l i ty ,  emotion, f e e l i n g ,  a c t i v -  

i t y  is suspended. There is n e i t h e r  a c e n t r a l  consciousness nor  a secondary 

r e f l e c t o r .  But, similar t o  t h e  i t a l i c i z e d  p ieces  i n  The Waves t h e r e  is - -9 - 
a con t inu i ty  maintained i n  t h e  rhythm of t h e  passage. 

Like Li ly ' s  moment of release when she  stancls corr templat fngthe  

v a s t  space of t h e  bay, o r  l i k e  t h e  " l o s s  o f  personali tyW.Mrs.  Ramsay 

experiences when she pauses t o  reflect on t h e  t h i r d  s t r o k e  of  t h e  Light- 

house ("one l o s t  t h e  f re t ,  t h e  hurry,  t h e  stir; and t h e r e  r o s e  . . . some 
I 

exclamation of triumph over  l i f e  when th ings  came t o g e t h e r  i n  t h i s  peace, 

t h i s  rest, t h i s  e t e r n i t y "  Cp. 961) "Time Passes1' a l lows t h e  readers  a 

similar r e s p i t e  as it d i s t a n c e s  them from t h e  affairs of  t h e  novel. 

Kowever, as i n  L i l y ' s  and Mrs. !?amsay's experience, it also r e v e a l s  

hor ro r  behind t h e  pa in ted  v e i l .  A s  i f  c h a s t i s i n g  u s  f o r  becomi-ng too 

involved with t h e  c h a r a c t e r s  of  t h e  novel,  Woolf informs u s  bluntly--al- 

most off-handedly--of t h e  dea ths  of  Mrs. Ramsay, Prue,  and Andrew. With 
e 

unre len t ing  mockery she explodes t h e  sent imenta l  hopes and romantic 

phi losophies  of h e r  charac te r s ,  Only one t r u t h  remains: t h e  capr ic iousness  

of time i n  its d e s t r u c t i o n  of  man and a l l  of h i s  works. 

But as t h e  passage of time i n  t h i s  middle s e c t i o n , d i s t a n c e s  u s  from 

t h e  p e r s o n a l i t i e s  of  t h e  f i rs t  s e c t i o n ,  t h e  rhythms of  "The Window" con- 
. . 

- - 

t ime  unabated. The p l a y  of  c e n t r i p e t a l  and c e n t r i f u g a l  f o r c e s  which 

moves u s  back and f o r t h  i n  pe r spec t ive  i n  t h e  first s e c t i o n  is re-asser ted  

i n  "Time Passes" when Woolf, having taken u s  t o  t h e  f a r t h e s t  l i m i t s  of 

o b j e c t i v i t y ,  r everses  d i r e c t i o n  bringing t h e  house back t o  l i f e  with t h e  



--- -- 

reappearance of humanity i n  t h e  form of a c leanipg wornan ( h e r  tone  o f  

mockery is never e n t i r e l y  dropped) and' once aga in  t h e  ideals and romantic 
i\ 

dreams which had beer. on t h e  p o i n t  o f  d i s t r u c t i o n  are allowed t o  return.  

A s  w e  noted earlier, t h e  t h i r d  s e c t i o n  i n  mmy ways echoes t h e  

themes and rhythms o f  t h e  first sect ion.  Once aga in  w e  are involved i n  '% 

t h e  problems o f  t h e  secondary r e f l e c t o r ' s  c r e a t i v e  process  and t h i s  pro- 

cess continues t o  desc r ibe  a revolving circle o f  c e n t r i p e t a l  a n d c e n t r f -  

fugal forces. However, i n  comparing "The Window" and "The Lighthouse" 

it is poss ib le  t o  perceive  a d i f f e r e n c e  i n  t h e  pre-dominance of  one 

f o r c e  over  t h e  o,ther. S ince  t h e  first s e c t i o n  opens with a l l  of  t h e  

c h a r a c t e r s  grouped t o g e t h e r  on t h e  i s l a n d  and i n  in t ima te  con tac t  with 

one another ,  t h e  e f f o r t  is pr imar i ly  directed toward achieving distance.  

Indeed, a d i s t a n t  pe r spec t ive  was required  if t h e  va r ious  emotions were 

t o  be separa ted  from one another. Because of Mrs. Ramsay's magnetic 

power t o  draw o t h e r s  i n t o  h e r  world, a l l  o f  t h e  c h a r a c t e r s  (and 

e s p e c i a l l y  ~ i l y )  were constant ly  (with varying degrees of  success)  i n t e n t  

on achieving some kind of o b j e c t i v e  pe r spec t ive  i n  which t o  understand her ,  

Hovever, as t h e  t h i r d  s e c t i o n  opens, t h e  s i t u a t i o n  i s  reversed. With t h e  

death o f  E r s .  Pamsay, t h e  passage of t e n  years time and t h e  removal of  

M r .  Ramsay t o  t h e  boat  t r a v e l i n g  t o  t h e  Lighthouse, d i s t a n c e  has  been 

imposed. The e f f o r t  now must be d i r e c t e d  t o  br inging these  scattered 

perspec t ives  back i n t o  t h e  center .  The goal  is n o t  dispe&ement, but 
/ 

connection and it is t h e  secondary r e f l e c t o r ,  L i l y  ~riscdie, who must 

s discover  t h a t  connection. 

A t  one p o i n t  i n  t h e  first s e c t i o n ,  L i ly ,  t r y i n g  to  exp la in  t h e  

problems of h e r  p a i n t i n g  to Bankes, s u d d e d y  remembers t h a t  "it was a 



question . . . [of] how t o  connect t h i s  mass on t h e  r i g h t  hand with t h a t  

on t h e  l e f t .  She might do it by bringing t h e  l i n e  of  t he  branch across  

so;  o r  break t h e  vacancy i n  t he  foreground by an ob jec t  (James pefiaps)so. 

But t h e  danger was t h a t  by doing t h a t  the  un i ty  of t h e  whole might be 

brokent' (P. 83). A t  t h i s  point  t he  notion of connection is so le ly  a 

technical  one but  i n  "The Lighthouse" it w i l l  expand t o  inform t h e  e n t i r e  
- - 

crea t ive  process. Indeed, w e  f i n d  Li ly  echoing the  above statement ear ly  

i n  "The Lighthouse" when, coming down t o  breakfast  on her  first morning 

a t  t h e  summer home, memories of t h e  pas t  c lash with t h e  realities of the  

present r 

If only she could put  them together,  she fe l t ,  wri te  
them ou t  i n  some sentence, then she would have got  
a t  the  t r u t h  of things, . . . The extraordinary 
unrea l i ty  was fr ightening;  but it was a l s o  excit ing.  
Going to t h e  Lighthouse. But what does one send t o  
t h e  Lighthouse? Perished. Alone. The grey-green 
l i g h t  on t h e  wall opposite. The empty places. Such 
were some of t h e  parts, but how t o  bring them to- 
gether? (PP. 219-220) , 

This thought reminds he r  of h e r  unfinished paint ing and h e r  earlier sol- 

u t ion  involving connection. But as Li ly  w i l l  r e a l i ze ,  t he  problem is not 

so much one of technique as perspective ("so much depends, she thought, 

upon distances whether people are near us o r  far from us  . . ." Lp. 2841). 
P 

The connections must be m d e  outs ide of t he  paint ing before they can take  

place within it. 

If, i n  t he  first sect ion,  t h e  e f f o r t  t o  r e s i s t  the  pull of Mrs. 

Ramsay and h e r  world required a grwt dea l  of se l f - res t ra in%,  t h e  method 

by which Li ly  must re turn  t o  t h a t  nucleus of personal involvement is 

even more d i f f i c u l t  f o r  she r i s k s  los ing herself  i n  t he  process, 13 



onsequently, we see Li ly ,  a t  t h e  beginning of  t h e  sect ion,  divided; 

half re luc tan t  to abandon t h e  order'ed peace of  ob jec t iv i ty  before 

plunging i n t o  t h e  chaos of he r  complicated feelings about t he  Ramsays: 

She fe l t  curiously divided, as i f  one part of  h e r  were 
drawn out there-- i t  uas a still day, hazy, t h e  Lighthouse 
looked t h i s  morning at  an immense dis tance;  t h e  o ther  had 
f ixed i t s e l f  doggedly, so l id ly ,  here on t h e  lawn. She s a w  - - -- 
h e r  cams as if it had f loa ted  up and placed &elf 
white and uncompromising d i r e c t l y  before her,  It seemed e 
t o  rebuke her  with its cold s t a r e  f o r  a l l  t h i s  hurry and 
ag i t a t i on ;  t h i s  f o l l y  and waste of emotion; it d r a s t i c a l l y  
reca l led  he r  and spread through he r  mind first a peace, 
as he r  disorder ly  sensations (he [Mr.'Ramay] had gone and 
she had been so sorry f o r  him and she sa id  nothing 
trooped of f  t h e  f i e l d ;  and then, emptiness (P. 2 9  

But t h e  h o r r o r  of t h a t  uncompromising "emptiness" extends e y o n d  the  
.- 

canvas t o  include Li ly ' s  o m  being f o r ,  as t h e  l a s t  sec t ion  unfolds, 

w e  a r e  made t o  r e a l i z e  t h a t  as Li ly  c rea tes  h e r  painting,  she is also . 

creat ing herse l f  through art. Consequently, before she begins she must . 
dives t  herself  of a l l  t h e  trappings of her  former existence: "she was 

*- ,- 
+ . . . drawn out of gossip, out  of l iv ing ,  out of community with people 

i n t o  t h e  presence of t h i s  formidable ancient enemy of hers--this o ther  

thing,  t h i s  t r u t h ,  t h i s  r e a l i t y ,  which suddenly l a i d  hands on her,.  

emerged stark a t  t h e  back of appearances and commanded h e r  a t ten t ion"  . 

(p. 236). Without he r  former defenses, she is almost without a self r 

"before she exchanged the  f l u i d i t y  of l i f e  f o r  t he  concentration of 

paint ing she had a f e w  moments of nakedness when she seemed l i k e  an 

unborn soul ,  a soul r e f t  of b d y ,  hes i ta t ing  on some windy pinnacle 

and exposed without protect ion to a l l  the  b l a s t s  of doubttt (p. 237). 

Through L i l y ,  as t h e  secondary r e f l ec to r  i n  t h e  novel, we w i l l  



be presented with one of t h e  f i n e s t  descr ipt ibns  of t h e  c rea t ive  

t o  be found i n  modem l i t e r a t u r e .  B& "descr iphonu is, perhaps, t h e  

wmng word. No h e r e  a r e  we ' to ld '  what is happening; r a the r  we 'are 
i'. 

carried i n t o  t h e  experience of a r t i s t i c  creat ibn through the  contrapunctual 
-\% 

* 

rhythms of ~ : l ~ ' s  thoughts. For example, as L i l J i  abandons he r  dis tanh 

(ordered and object ive)  perspective f o r  intimate par t ic ipa t ion  i n  t he  
/ 

hea r t  of he r  subject  matter (going from the  per ip  ery of t h e  c i r c l e  9 
t o  its nucleus) , we experience the  cen t r ipe t a l  force,  which, s ign i f  icant)y , 

Woolf images as a swinmer about t o  plunge i n t o  t h e  waves; " A l l  t h a t  i n  - 
idea seemed simple became i n  prac t ice  immediately complex; as t h e  waves 

shape themselves symmetrically from the  c l i f f  top,  but t o  t he  swimmer 

among thpm a r e  divided by s teep  gulfs, and foaming crests"  C p e  235). 

But shor t ly  after t h i s  i m g e  of descent, Woolf brings i n  another i m g e  

which suggests an outward surging away from t h e  centerr  "Certainly [I,ily] 

was losing consciousness of ou te r  things. And as she l o s t  consc~ousness 

of outer  things,  and h e r  name and h e r  personal i ty  and h e r  appearance, , . , 
h e r  mind kept throwing up from its depths, scenes, and names, and sayings, 

and memories and ideas,  l i k e  a fountain spurt ing over t h a t  glar ing,  

hideously d i f f i c u l t  white space, while she modelled it with greens and 

. blues" (p 238). The fountain is, of course, a t r a d i t i o n a l  l i t e r a r y ,  

image f o r  t he  source of c r ea t iv i ty ,  but i n  its use i n  t h i s  passage it is 
. . 

ps r t i cu l a r ly  reminiscent of t h e  fountain ix Colerkdge's symbolic &$ - 

about the crea t ive  process, "Kuhla Khan". In that pew t h e  f ~ m k i n  

appears t o  check the  poem's pa t te rn  of descent: while defying l i n e a r  time, 

it casts up'images of pas t  and fu tu re  i n  i ts "Ancestral voices prophesying 
9. 

kr ' ,  I n  a similar Fanner we see  Li ly  descending in to  herself  and, as - 



1 / I 

'she d o e s  xi,, contractini h e r  perspect ive  to a single p i r p i n t  of .con- 
' .  

, , c e ~ t r a t i o n ,  Zaving rid h e r s e l f  a l l  uorfdly d i S t n C t i o r j s  she ,is t h e n ,  . . 
able t o  d iscover  t h e  s p r i n g  of memories which, zdting an e p p t i n g  ' 

founta in , .  d i spe rses  that m n t ~ k c t e d  perspective back o u t  away from t h e  . % t 

, 'center where t h e  or$er i rg  ?rocese w i l l  W-e pla"ce, 'hat is h a p h e n i k  
- 

, 
-i- 

here ,  ir, t e r n  of t h e  c r e a t i v e  process is pe*p best descr ibed by 
5 

' Coler-idge i n  h i s  es+j ".On poesy or. A r t " :  
- *- 
.0 , . 

. , . t h e  ar t i s t  mqt first eloLgn himself fron na tu re  
i n  o r d e r  to re turn  to her wit% fu l l  effeit.' : . ..- iie 
merely a b s e n t s .  hins&f for a season frqm her ,  t h a t  h i s  
own s p i r i t ,  xhich' has t h e  sane mund . e t h  nattre, nay 
l e a r n  h e r  unspoken 1ang-e i n  its main radiczls, 'oe- 
Pore ke approaches' t o  5 e r  endless' conipositions of  them. . . . f o r  t h i s  iioes t h e  artist f o r  a ' t i m e  akand&,the 
exterm1 real i n  o r d e r  to return to it- t h  a ,complete P -  symlatfiy - 9 t h  i t s  i n t e r n a l  and a c t ~ a l . ~  C 

$ 1 .  

Eoreover, . t h i s  exchange o f 0  opposiw fo rces - -con tpc t ion  and 
. 

f 

expansion, c e i t r i f u g a l  and c e n t r i p e t a l  mcvemnt builds a f o m d a t i q n  f o r  - 
- t;?e mny o t h e r  dialecticax elements of t h e  novel, %owever, while mny ' 

! 

c r i t t c s  have been s e n s i t i v e  t o  t h e  double-edged percept ion i n  t h e  
! 

1 1 wve~,*s -native v i s i o n  ! sub jective/ob j ec t ive ,  inner/outer, 
1 

1 

I f e e l e / n a l e   principle,^, ' em%ion/ in te l l ec t ,  al-t/lif e ,  t h e  island and 
n I . I t h e  LLghthouse--the examples are l e d o n )  they have, f o r  t h e  most-'part, 

i n  the end one mst be chosen a t  +he expense o f  t h e  other.  l5 1:omn 
. <  

9ne claizs that Yr. Ransay is undergoiw a t r a n s i t i o n  
frorr. his f o m e y  i n t e l l e c t u a l  pe-mlity t o  a newly 



, 

I 

n t u i t i v e  view; another  t h a t  L i l y  is 
a concern ,with form (a@). tq a con- / 

t e n t  ( l i f e )  ; still another  sees a ' 
to , the timeless; while a fourth , 

02 C h r i s t ' s  AscensLon, involving - - 
' a .mvement from the ,god  of  Yrath t o - t h e  S o d  of  

Yeroy; yed anotherq-sees  a t r a n s i t i o n  f r o m  egoism t o  
s e l f l e s s n e s s ;  u h i l e  a - s i f i h ,  t h i n k s  of t h i s  sirmrltan- 

.eous convergence as a clumsy device h i c h  reso lves  . . 
- , nothing. t5 . , -  

\ - .  
1 

- The trcp to t h e  Lighthouse,. Friednran a p t l y  notes ,  "is 'too o f t e n .  

seen as t o n e u a y  oridem "I7 - If, however, ,.we recall t5e source from &icP 

r 
t h e s e  o d s i n g  eiements ' d e r i v e - i .  e. i n  the'exhefience of  L i ly ' s  ' 

c r e a t i v e  process--the tendency ,to ' see  them 2s mutually exclus ive  f o r c e s  

will be avoided for, as we have seen,  t h e r e  i s  a constant  exchange 

occ&ng b,etween t i e  c e n t r i p e t a l  and c e n t r i f u g a l ,  t h e  i n n e r  and o u t e r  - .  
3erspectives. But w e  should a l s o  beware ( a s  we r e t u r n  o w  a t t e n t i o n  

+A ,Lily's execution o f  h e r  p i n t i n g )  of making another  erroneous 

assu~cpt ion a h u t  these  opposing elements. : It would be a mistake t o  
3 

view t h e i r  recon_cil iat ion i n ' t h e  completion of t h e  nork as a d i l u t i o n  

o f  extremes--in otiner words, to i n t e r p r e t  t h e  novel  ( a s  many c r i t i c s  
I Z  

I .  

have) as a workirg toward som kind of happy medim where ar t  becomes 

nore l i f e - l i k e  and life rare a r t i s t i c ,  o r  h e r e  male becomes pore 

femle and vice-versa. (While Wool2 promoted t h e  notion of t h e  an- 

dmrgpous inind in Rwra o f  Gne's Gwnr ", . . i n  each of u s  two powers ---- 
pres ide ,  one mle, one female. . . . Tne norml .and  comfortable s t a t e  of  -, 

%i= is  t k a t  uher, t h e  two l i v e  i n  harmony toge the r  s p i r i t u a l l y  co- 
< 

operatirig, . . , Cbleridge perhaps meant t h i s  when he said t h a t  a . 

13 
%-t rLnd is anLp0~mous"  , she uas not arguing [as she p o i n t s  ou t  ' 

:n "iiozeri and r id ior?")  f o r  a kind or" m i s e x u a l i t y  where mle and 
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, 
EerrraTe become hdfstTrguiSiiable.- 

*. 

- - - - - - - - -  

The key word i s  'harmony, " t h e  

- worki.5g toge the r  of oppos i t e  f o r c e s  ifi such a way that n e i t h e r  is com- 
e 

I - -w 
promised by t h e  o ther .  

9 

I n  the 'novel  i t s e l f  t h e r e  are severa l  ins t ances  t h a t  i l l u s t r a t e  

t h i s  ' d i s t inc t ion ,  &t t h e  b e s t  example is one which evolves 
~ 

through a conparison of p a i n t i n g  techniques. Ear ly  i n  "The Window" 

we a r e ' b ~ i e - f l y  introduced to Paweforte, a l o c a l  &st whose character -  

i s t i c  s t y l e  involves  blending t h e  d i s t i n c t i o n s  o f  shapes and forms 

under a wash of d e l i c a t e  pastels. L a t e r  i n  t h e  s e c t i o n  L i l y  compares 

h e r  own pa in t ing  s t y l e  with Paunceforte 's t  "She could have done it 

d i f f e r e n t  of course;  t h e  co lour  could have been th inned and faded; t h e  

shapes e t h e r e a l i s e d ;  that  was how P a ~ n c e f o r t e ~ w o u l d  have seen it, 2nt 

franework of steel; %he li*t of a h t t e r f l y ' s  wing lyiw 2pon t h e  a rches  

~f a cathe3ra l"  (p. 75). Ukile Paunceforte would seek t o  r econc i l e  d is -  

cordances by %lending them toge the r  so t h a t  they a r e  no longer  evident ,  

L i l y  i s  detemined t o  n a i n t a i n  t h e  opposi t ions  ( t h e  f l u t t e r i n g  so f tness  

of a b ~ t t e r f l y ' s  w i n g  aga5nst the s o l i d  s t r u c t u r e  of a ca thedra l  a rch)  

and y e t  seek an overlying f o m  that w i l l  provide unity.  This  un i ty  ( l i k e  

Toleridge 's  "sphere of wencyn)  is a n t i c i p a t e d  i n  numerous images t h a t  

occur throughout t h e  novel which d e s c r i  e c i r c u l a r  o r  dome shapes. A t  

oEe point  L i l y  conrpares t h e  artist t o  a bee who wanders t h e  world drawn 

- by "swee%ess o r  sharpness" and then '=rings t h e s e  d i v e r s e  elements 

'back -50 &r&e ir: t h e  adome-s%ape" h ive  ( s i g n i f i c a n t l y  t h e  image a l s o  
------ 

C e s c r i h s  rcovesezt outwzrd zzd inward: and then,  she  s e e s  Frs. Ilaasay i n  



h e r  o p p o s i w  f e e l i n g s  a k u t  t h e  Ramsays t o  "a conpan1 of gnats, each 

separa te ,  but  a l l  marvelously con t ro l l ed  i n  a n  i n v i s i b l e  e l a s t i c  net" 

(pp. 40-hi). F i n a l l y ,  we are l e d  t o  a n t i c i p a t e  t h e  r o l e  o f  a r t  i n  t h e  

c rea t ion  of t h i s  un i ty  when t h e  sound made by c los ing h e r  p a i n t  h x  

"seemed t o  surround i n  a c i r c l e  fo rever  t h e  p a i n t  b o x ,  t h e  lawn, K r .  

Zankes, and t h a t  wild v i l l a i n ,  Cam, dashing pas tn  (p.  83).  - - 

'fiat we have been dealing: with here  i s  t h e  a e s t h e t i c  notion of 3 
S 

harmonized chaos o r  "unity working through diversity"--both Coleridgean 
4 

l9 These a r e ,  n ~ t  coincident ly ,  the  same not ions  which inform 
1 

concepts. ,. 

~ o b l f  *s own a e s t h e t i c  i d e a l s  embodied i n  what she calls " the  moment" * - 

@ 
and b e s t  i l l u s t r a t e d  i n  he r  essay "The Foment1 Summer liight." Since it r 

4 
is a s  br ief  as it is i l lwninatir lg,  w e  w i l l  use Ralph  ree em an"; summary 

of  t h a t  essay: 

The scene is a night  i n  t h e  country before a stm& 
house, involving f o u r  people, t h e  observer among 
them, who a r e  d e s u l t o r i l y  gathered as separa te  en- 
t i t i e s .  The darkness surrounds them l i k e  an  en- 
velope near ly  opague, penet ra ted  only by a f e n  
appearances. Sense impressions--voices, s h u f f l i n g  , r 

f e e t ,  a match s t r i k i n g ,  glimmering ends of c igare t tes- -  
a r e  t h e  s t a r t i n g  p o i n t s  of a v i s ion  uhich evolves from 
t h e  periphery of consciousness to its c e n t e r  ( t h e  
group of p e r c i p i e n t s ) ,  t o  r a d i a t e  again outward and 
encompass t h e  universe as a whole, I n  t h i s  way, t h e  
e n t i r e  pro.cess of awareness is exhibi ted ,  from t h e  
f i r s t  moment of s t r i k i n g  up an acquaintance with t h e  
f a c t s  of t h e  world through sensa 2hon, to an awarenesp 
of t h e i r  un ive rsa l  implicat ions.  

&king Ln a s l m i l a r  nay, t o  L i l y ' s  c r e a t i o n  of h e r  painting, " ~ h e  

Konent" descr ibes  a " t ransparent  envelope" o r  sphere i n  which t h e  per- 

s>ec t ive  moves from t h e  o u t e r  r i m  of consciousness, back i n t o  t h e  c e n t e r  

and then out  again. There is ,  however, z very c r u c i a l  d i f f e r e n c e  between 



t h a t  p resen ta t ion  knd  what w e  experience i n  To The L i a t h o u s e .  I n  t h e  , -- 
essay,  Woolf uses  an omniscient n a r r a t o r  t o  present  t h e  sqene. A s  

r eaders ,  o u r  r o l e  is pass ive;  we can only accept  what is g u t  before  us  

a s  t h e  way t h i n g s  a r e  s i n c e  w e  have no notion t h a t  they could be  perceived 
. . 

i n  any o t h e r  way. The des ign is, i n  a sense,  imposed o n x s  from wdthout, 
- --' 

- Fowever, i n  -- To The Lighthouse, WoolG provides a 'secdQPldary r e f l e c b r '  

between t h e  r eader  and t h e  o b j e c t  of r e f l e c t i o n  (the'Ftamsays) and by doing 

so she adds ano the r  dimension t o  t h e  t o t a l  e f f e c t , ;  Through t h e  cha rac te r  

of L i l y  Briscoe we can no t  only wi tness  t h e  r e s u l t  o f  t h e  c r e a t i o n  but ,  

a l s o ,  we a r e  enabled t b  experience from within t h e  process  t h a t  i s  in- 

volved i n  c r e a t i n g  t h e  work o f  art .  

Through t h i s  d i scuss ion  we have f requen t ly  had occasion t o  quote 

Coleridge 's  d e f i n i t i o n  of  a r t  as a "self-witnessing and s e l f - e f f e c t i n g  
4 

sphere of agency." So far w e  have concentrated on t h e  last p a r t  o f  t h a t  

p h q s e  but  now we are ready t o  acknowledge t h e  impl ica t ions  behind "self- 

witnessing and se l f - e f fec t ing"  and t h a t  impl ica t ion  involves  t h e  d i s -  

t i n c t i o n  betGeen ano the r  Coleridgean concept--"mechanic and organic  form" t 

The form is mechanic when on any given material we 
i n p r e s s  a pre-determined form, not  necessa r i ly  

' a r i s i n k  out  of t h e  p r o p e r t i e s  of  t h e  m a t e r i a l ,  as 
when t o  a mass of  wet c l a y  w e  g ive  whatever shape we 
wish it t o  r e t a i n  when hardened. The o r k n i c  form, on 
t h e  o t h e r  hand, is inna te ;  it shapes as it develops it- 
s e l f  from wi th in ,  and t h e  f u l l n e s s  of its development 
is  one and t h e  same with t h e  pe r fec t ion  f its outward 
fom.  Such is  t h e  l i f e ,  such t h e  form. 2 ? 

I n  o t h e r  words, they  art ist  should not "irrrpose" t h e  form from t h e  ou t s ide ,  

*~lit r a t h e r  he should "witness" t h e  d i v e r s e  elements within h i s  i m g i n a t i o n  

a s  they proceed t o  t h e i r  own f o r m 1  un i ty  (while a t  t h e  same time t h e  



- - - - --- 

d i v e r s i t y  is still evident) .  We w i l l  r e c a l l  t h a t  L i l y  was r e l u c t a n t  t o  . 
impose un i ty  i n  t h e  manner of  Paunceforte by a r t i f i c i a l l y  blending to-  

\ 

g e t h e r  that was, i n  na ture ,  not blended. She saw h e r  elements d i s t i n c t  

and she  was a s  i n t e n t  on r e t a i n i n g  t h a t  d i s t i n c t i o n  as she  was a l s o  

determined t o  d i scover  t h e i r  unity.  Consequently, as we s e e  h e r  i n  t h e  

process  of c r e a t i o n  i n  t h e  t h i r d  sec t ion ,  she seems t o  be witnessing t h e  

p i c t u r e  completing itself o r  f ind ing  its own form as she  d i v e s t s  h e r s e l f  , 

of h e r  w i l l  and al lows h e r  i n t u i t i v e  sense t o  p a r t i c i p a t e  i n  t h e  r e l a t i o n -  

s h i p s  as they a r e  pmce&ng, Sut i f  this is true f o r  t h e  artist i n  

c rea t ion ,  s o  it should a l s o  be t h e  case f o r  t h e  reader o r  viewer of  t h e  
--'% 

work of art. A s  we are confronted with a work of art, we should be aware A 

not only of t h e  u n i f i e d  whole but  a l s o  a c t i v e l y  p a r t i c i p a t i n g  i n  t h e  
9 

r e l a t i o n s h i p  of var ious  elements within t h e  whole. (1n na tu re ,  Coleridge 

exp la ins ,  t h e r e  is  always f lux ,  so a represen&tion o f  n a t u r e  should re-  

f l e c t  f l u i d i t y  as w e l l  as s b s ~ s - - " n a t u r e  naturingn r a t h e r  than "nature 

natured". ) F-ilrthermore, t h i s  p r i n c i p l e  is  a l s o  t h e  %asis f o r  Roger Fry's 

no t i cc  o f  " s ign i f  i s a n t  f o x "  : 

. . . i n  all cases o u r  r eac t ion  t o  works of art is a 
reac t ion  to a r e l a t i o n .  . . . it i s  not  an  emotion about  
sensat ions ,  however necessary a responsive sensualism 
m y  be f o r  our  apprehension o f  a e s t h e t i c  wholes. 

. is it an  emotion about  o b j e c t s  o r  persons o r  events. 

:fad t h e  Bloomsbury Group been s u f f i c i e n t l y  conscious of itself 

t o  produce a manifesto, H s i @ i f i c a n t  form" would no doubt have 

as a p u p  

been found 

a t  t h e  top  of  t h e  list. 

3 u t  i n  o rde r  f o r  the . r e a d e r o r  viewer of a work of art to be a b l e  

t o  p r t i c i p a t e  i n  those  " re la t ions"  it is encumbent on t h e  art is t  t o  r evea l  



t h e  d i  v e r s i t y  of  t h e  work a s  
- 

w e l l  a s  i t s  unity.  "The s i g h t  o f  what is 

subordinated and conquered," Coleridge notes,  "heightens t h e  s t r e n g t h  

and t h e  p leasure ;  and t h i s  should be exh ib i t ed  by t h e  art ist  e i t h e r  ,in- 

c l u s i v e l y  i n  h i s  f i g u r e ,  o r  else o u t , o f  it, and bes ide  it t o  act by way 

,823 of supplement and con t ras t .  

If t h i s  not ion  is somewhat easier t o  v i s u a l i z e  i n  t h e  p l a s t i c  arts,.  
\ 
4 

it i s  a l s o ,  no doubt ,  somewhat e a s i e r  t o  accomplish there .  However, 

Yoolf b r i l l i a n t l y  incorpora tes  t h e  medium of p a i n t  with l i t e r a t u r e  by 

us ing L i l y  Br iscoe  t o  reflect t h e  o b j e c t  of h e r  work and i n  doing t h i s  

she comes c l o s e r  t o  r e a l i z i n g  " s i g n i f i c a n t  form" i n  l i t e r a t u r e  than any 

w r i t e r  be fo re the r .  Through L i l y  as t h e  secondary r e f l e c t o r  we are a b l e  

t o  r e a l i z e  t h e  fipal product by having witnessed t h e  coalesc ing o f  its 

d i v e r s i t i e s .  Because t h e  u n i t y  o f  t h e  whole is a rhythm r a t h e r  than a 
. 

s t a t i c  s t r u c t u r e ,  it is e s s e n t i a l  t h a t  we experience. t h i s  rhythm and it 

is through o u r  p a r t i c i p a t i o n  i n  L i l y ' s  e f f o r t s  t h a t  t h i s  occurs. J u s t  

a s  L i l y  senses  h e r s e l f  f a l l i n g  " in  some rhythm which was d i c t a t e d  t o  
/ 

h e r  . , , by what she saw, so  t h a t  h e r  hand quivered with l i f e ,  t h i s  

rhythm was s t rong  enough t o  bear  h e r  a long with it on its current"  

( ~ p .  2 3 - 2 9 ) ,  so  i n  t h e  p lay  of  cen t r i fuga l  and c e n t r i p e t a l  fo rces ,  i n  

t h e  exchange of d i s t a n t  and c l o s e  perspect ives  (wi th in  t h e  c r e a t i v e  mind 

a s  well  as more l i t e r a l l y ,  i n  t h e  a l t e r n a t i o n  between Er. Ramsay,ln t h e  

boat  and L i l y  on t h e  i s l a n d )  we experience t h e  same sense of  rhythm. Our 

concentra t ion ,  then,  is or, L i l y  r a t h e r  than e i t h e r  Fx. or  K r s .  Ramsay f o r  

t h e  essense o f  t h e s e  p e r s o n a l i t i e s  cannot b perceived i s o l a t e d  from t h e  

perceiver .  

A s  P e t e r  Valsh enables us  t o  perce ive  t h e  s ign i f i cance  of Krs. 



a - .  - --  

Dallouay's presence,  s o  through L i ly  Briscoe w e  r e a l i z e  t h e  essence o f  
- 

t h e  Iiamsays. But i n  -- To The Lighthouse t h e  moment o f  v i s i o n  is  allowed 
i 1 

to extend beyond t ime by. r evea l ing  i ts coming i n t o  being coincident  n i t h  

t h e  c r e a t i v e  p rocess  involved i n  L i l y ' s  art. While Mrs. Ramsay d i e s  

e a r l y  i n  t h e  novel ,  s h e j i s  never the less  very much a l i v e  a t  t h e  end i n  

L i l y ' s  pa in t ing .  But what is most amazing is t h a t  o u r  r e a l i z a t i o n  of 
. 

h e r  immortality i s  accomplished without o u r  eve r  having t o  +sual ize-  

. t h e  r ep resen ta t ion  of h e r  i n  t h e  pa in t ing .  . Indeed, r a t h e r  than present ing  
k2- 

u s  with t h e  static r e s u l t  of  p a i n t  on canvas',, Voolf conveys t h e  e t e r -  
. . 

n a l i t y  of art  by leading u s  i n t o  p a r t i c i p a t i o n  with t h e  cons tan t ly  ' 

a l t e h a t i n g  rhythms invoived i n  Lily 's-  ina&nation. 



The Waves -- 

It was a recurring:problem i n  t h e  rhyth;ns of  Virginia  Voolf's - 
c r e a t i v e  l i f e  t h a t  af ter  t h e  r e l i e f  of f i n i s h i n g  a major novel t h e r e  

would inev i t ab ly  fol low a per iod of severe emotional'aepression--perhaps 
= ;r 

t h e  art'ist's equivalent  of  p o s t  partum depression. Houever, when t h i s  

cloud descended after t h e  completion of To The Lighthouse it seemed t o  -- 
conta in  something ir. a d d i t i o n  to t h e  usual *gue d i s s a t i s f a c t i o n  and 

ennui. Always s e n s i t i v e  t o  t h e  s u b t l e  changes i n  h e r  moods, ~ o o l f  Rade 

note  of t h i s  cur ious  f e e l i n g  i n  h e r  d i a r y  on September 30, 1926s 

I wished t o  add some remarks . . , on t h e  mystical  
side of t h i s  s o l i c i t u d e  [according t o  J,W. G r a h a m ,  7 , 

t h e  word should,be ' so l i tude ' ]  how it is not  onesel f  
but  something in t h e  universe  t h a t  one's l e f t  with. 
I t  is t h i s  t h a t  i s  f r i g h t e n i n g  and e x c i t i n g  i n  t h e  
midst of  my profound gloom, depression,  boredom, 
whatever it is. 8ne s e e s  a f i n  @assing far  out ,  What 
image can I reach t o  convey what I mean? Really t h e r e  
is none, I think.  The i n t e r e s t i n g  t h i n g  is t h a t  i n  
a l l  my f e e l i n g  and th inking I have never come up 
a g a i n s t  t h i s  before. L i f e  is, sober ly  and accura te ly ,  
t h e  oddest a f f a i r ;  has  i n  it t h e  essehce of r e a l i t y .  
I used t o  f e e l  t h i s  a s  a child--couldn't s t e p  a c r o s s  

' 
a-puddle once, 1 zenember, f o r  thinkSng how s t r a n g e -  
what aE I? etc .  3 u t  by wr i t ing  9: don't reacfi any- 
thing. A l l  I man td nake is a note  of a curidus 
s t a t e  of mind. I hazant the-  guess t h a t  it may be 
t h e  inrpulse behind another  kook. A t  p resent  my mind 
i s  toLtal ly b l a r i  and vir&n s f  books. I want t o  watch 
and see how t h e  idea t first  ocurs  [sic>. I &ant to Q t r a c e  my o m  process. . 

. I  

- 
Voolf's premonition t k a t  this "curious s t a t e  of mind" would be t h e  i m -  

?u lse  f o r  another  '$o:< pmved c o r r e c t ,  f o r  t h a t  i m g e  of a f i n  i n  a waste 

9f water (an  ii.a,-e t k t  will prove no t '  as c r y p t i c  as 'it seens a t  f i r s t )  
I I 



became the embryb f o r  -- The Waves, 

J u s t  as t h e r e  was a new q u a l i t y  i n  t h e  emotioqal let-down t h a t  

p-receded - The -# Waves so - t h e r e  was- something u n u s w i  i n  Woolf's exnotional 
3 

state during t h e  w r i t i n g  o f - t h e  novel t h a t  was un l ike  h e r  previous  per- ' * 
1 .  

i q d s  of pmductivi tf .z  O f  course  Woolf a l&ys .suffered  great embtional . . 

s t r a i n  while w r i t i n g  h e r  nove1s;and i n  t h i s  a spec t  t h e  w r i t i n g  o f  m. - 
I - 

I - Waves is  no d i f f e r e n t .  But underlying t h e  usua l  insecurities and i$ubtsl . 

t h e  longing to be f i n i s h e d  and t h e  regret a t - h a v i n g  itarted, $Rererwas . .  . , 
a f a i n t  note  of  e x h i l a r a t i o n  t h a t  seemed t o  temper t h e  h e k & f o r e  unre-e 

l i e v e d  s u f f e r i n g  o f  bringing a novel t o  life. "'JrLlike a l l  o t h e r ,  

C 
h o k s  i n  every m y , "  she writes i~ h e r  diary, "it Is m l i k e  them i n  

A.p ? - t h a t  Z begin t o  re-,mite it, o r  condeive 'it again  with ardour , ,  ' 
f 

d i r e c t l y  I have done. I begin t o  see what I had i n  my mind; add want 

' to begin c u t t i n g  o u t  msses of  i r r e l e v a n c e  and c lea r ing ,  sharpening I -  

and naking t h e  good 9hrases shine. "' Elseuhere she  r&r red  t o  it as an" 

4 
" e c s t a t i c  book"3 o r  as "an adventure which I go on a b p "  . 

C 

. . zcwever, cont rary  to what we rcight s&se, . t h i s  'barely -suppress'& 

excitement seened not  t o  der ive  from a new-found confidence i n  t h e  d l u e  

of h e r  w r i t k g  ("good" was as high as 'she went i n  h e r  p r a i s e  of  tkie 

n o v e l  and she  xndercut +his h e s i t a n t  judgment w i k h  t h e  d i sc la imer  t h a t  

5 I+, was "incoherent ,  inspissate--0r.e jerk a f t e r  another" ), but r a t h e r  

fro- t n e  perce2t ion  %.hat she  had, f o r  t h e  f i - t  time, kept  i n t a c t  t h e  
t 

I n t q r i t y  of t k e  i n i t i a l  vision.  "I mig!!t have done something easy 

and f l ? ~ e n t , "  she noted, ,"and this, 5s a reach a f t e r  t h a t  vis4on I had; . 
, 

. . 
'.be urhppj. s m e r - - s r  t h r e e  weeks-+* Rodmell, a f t e r  f i n i s h i n g  t'he. ' 

' .- 
- .  6 ... ~gk.%k~'-1se" . *r.a:'s =ore, 4oo l f ' s  -gowing r e a l i z a t i o n  of  t h e  personal  

- ' + '  
. * 

, . 
. \ 



- 
- p p  - -  -- - -+ 

honesty i n  t h e  s t y l e  of t h i s  novel served t o  mitigate those  usua l ly  in7  5 
i 

" 

capac i t a t ing  f e a r s  of  i ts eventual  f a i l u r e :  "I th ink  t h i s  is t h e  

greatest opportunity I have y e t  been a b l e  t o  g ive  myself; theregore  
. , 

I suppose t h e  most complete f a i l u r e .  Yet I respec t  myself f o r  wr i t ing  
, . 

t h i s  book--yes--even though it e x h i b i t s  my congeni ta l  f a u l t s .  "7 six ,- 

months later,  ,she remarked8 "Whether good o r  bad, it's done; and a " ~  I 

c e r t a i n l y  f e l t  a t  &he end, not  merely f in i shed ,  . but  r o h d e d  o f f  , com- 

- ple ted ,  t h e  th ing  stated--how h a s t i l y ,  how fragmentar i ly  I know; bu t  I - 

r 
mean t h a t  I have n e t t e d  t h a t  f i n  i n  the ,waste  of water  which appear@ t o  

A -  

me over t h e  marshes>out of  my window at  RodmelZ when- I 'uas coming t o  a n  
<x 

end o f .  -- To The Lighthouse. "' F i n a l l y ,  with t h e  novel o u t  and t h e  reviews 
4 

coming i n  (usua l ly  a n  agonizing per iod f o r  h&) .she was a b l e  t o  say with. 

apparent  s a t i s f a c t i o n  "The -- Naves i s  t h e  first york i n  my own s t y l e l t t 9  

That t h e  novel which 'uloolf considered t~ be .he r  most. s u c c e s s f u l A  - 

a t  f u l f i l l i n g  h e r  own i n a g i n a t k ~ e  v i s i o n  should be cast i n  a forrn t h a t  - 
is  s o  completely innovative is not  surpr is ing,  f o r  see  had always 

1 -  - 

s t ruggled w i n s t  t h e  l i m i t a t i o n s  of t h e  t r a d i t i o n a l  n6vel. The work ", 

bears  as much a resemblance t b  a play  o r  a poem'(~oolf  r e f e r s  t o  it, a t  

one po in t ,  as a "play as to  a novel. :Indeed, it s&ns t h a t  Woolf 

was a t t e n p t i n g  to combine t h e  separa te  sdVantAges o f  a l l t h r e e  genres i n  
1 

one work. A s e r i e s  of  d r a m t i c  monologues, fok. example, eliminates t h e  
5 - 

nroklem of provi&ng a n  omniscient n a r r a t o r  while poet ry  has, t6e advantage 
- -- 

of elir&-iating a l l  t h e  waste and deadness8 " t h i s  appa l l ing  narra tave  

business of t h e  realist* g e t t i n g  from l h c h  t o  d inner .""  I n  its place  

we have t h e  pure,  s a t u r a t e d  moment8 "Thy admit anything t o  literature t h a t  

i s  ?ot poetry-by w'ni~h i nean sa tu ra ted ,  Woolf wrote, "is t h a t  not  my 



' %  A 

3 3 n r  .- -- -- gru8g& k g a i n s t  n o v e l i s t , ~ ?  tgat they s e ~ e c d  ndthing, 
, .  
t   ow ever, i f*. the s t y l e  of  Waves is i ~ o v a t i v 0 . ,  t h e - g j o r  t h e & t i c  .' 

> .  * . '  . . - \  
, , 

.: ' . 

concerns ren+h - t h e  same as.: I n  h k r  grevious  Mrk!. t h e  ex$ioration and.  - . . . - 

communication o f  " the  moment,." which involves t& i n t e r p l a y  of  sub-* - - C 

j e c t i v e  and o b j e c a v e  perspect-ives, i n n e r  and o u t e r  , r ea lS t i e s .  . 
I\ I 

* * .  

- We have a l ready  discussed how t h i s  i n t e r p l a y  of oppos i t e s  is 
C i - d 

- objectif i .ed i n  t h e  re la t i ens l i ip  between the-central conmziettsne~s eft$ +he' LA - - 

secondary r e f l e c t o r  i n  - Mrs. &lloway and To The Lighthouse. We w i l l  f i n d , ,  > -  -- % 
" .  7 

i n  -- The Waves, t h d t  t h e  &me paradigm app l ies ,  although t h e  emphasis has  
1 

sh i f t ed .  While p e t e r  Walsh provides our  perspect ive  on Clarissa i n  Mrs.' - 
Dal lowa~,  ohr  a t t e n t i o n  i s  centered on Clarissa who somehow embodies' 

S 

t h e  opposing fo rces  t h a t  come toge the r  i n  t h e  c l i p x  of t h e  novel. I n  

To The Lighthome, t h e  l i n k  between t h e  c e n t r a l  consciousness and t h e  -- - 
-secondary r e f l e c t o r  is more evident. Our a t t e n t i o n ,  which is centered 
+ - - 

b 

oq Em, Ramsay i n  t h e  first p r t ,  is t r a n s f e r r e d  t o  L i l y  Briscoe i n  t h e  
c? 

t h i r d  part. I n  accordance with t h i s  s h i f t ,  t h e  drama of  t h e  novel t a k e s  

. p&ce i n  t h e  c r e a t i v e  process  whereby L i l y  r e a l i z e s  h e r  v i s i o n  o f  Mrs. 

Zamsay in-  terms of art. F i n a l l y ,  i n  The Waves,'as w e  a h a l l  see, t h e  

c e n t r a l  consciousness and secondary r e f l e c t o r  ( t h e  sou l  t h a t  embodies t h e  

v i s i o n  and the  soul  t h a t  communicates i t )  achieve t h e  h ighes t  l e v e l  of 

i n t e g r a t i o n  vhen they are nerged within t h e  s i n g l e  charac te r  of  Bernard. 

The r e s u l t  i s  t h a t  t h e  art ist  is now t h e  sub jec t  of  h i s  a r t  o r ,  as Woolf 

3 
noted at  one po in t  i n  h e r  diary t "states of  - sou l  i n  creat ingti3.  Woolf's 

riaad of  exh i l a ra t ion  & r i n g  t h e  wr i t ing  o f  t h e  novel is, then,  under- 

s tandable when we recogr.ize t h a t  The Waves does not  present  a break 

with h e r  previous works but r a t h e r  a breakthrough t o  a way of unifying 



- - - - 

the dialstiAl e a t s  i n  akese &. - -- 

But f o r  a l l  t l p t a e  Waves seems t o  present  a complete divergence 

i n  s ty le ,  t h e r e  i s  evidence of its evolvement out  of  To The ~ i g h t h o u s e .  -- 
The "Time Passesw s e c t i o n , i n  Lighthouse and t h e  exordia of The Waves se rve  

- ,  -- 
a s i m i l a r  p&pose by reveal ing t h e  constant  .rhythm. of time and na tu re  

t h a t  gdes on behind t h e  human world of  the-novel .  

t h e r e  is a p a r a l l e l  inL  t h e  s t r u c t u r a l  sequence$ To - 
within Krs. Ramsay's consciousness but  ends wi th in  

~ r i s c o e .  ' similarly, The ~ a v k s  first takes  us i n t o  -- 

I n  a d d i t i o n  t o  t h i s ,  
* .  - '. 

t h e  mind - ~ f .  L i l y  +. 

t h e  i n n e r  conscious- 

nasses  of t h e  s i x  charac te r s ,  but i n  t h e  l a s t  chapter.we have only 
+ 8 

. . 

Bernard, who ( l i k e  L i ly  with Nrs.  ams say) c r e a t e s  t h e  perspect ive  f o r  
I 

our  f i n a l  v i s i o n  of these  characters .  

Yet i n  s p i t e  of t h e  s t y l i s t i c  and contextual  s i m i l a r i t i e s  between 

t h e  two novels, -- The Vaves in t roduces  a*nunber  bf  new i n t e r p r e t a t i v e  problems, 

t h e  most immediate being whether o r  not  we are t o  see t h e ' s i x  p e r s o n a l i t i e s  
4 

as separa te  c h a r a c t e r s ' i n  t h e  conventiona1,sense o r  as a s p e c t s  of  one 

voice. Indeed, t h e  voices have individual  names, spend t h e i r  l ives ,  i n  

d i f f e r e n t  p laces ,  and c e r t a i n l y  s e e  themselves as separa te  beings. ~ o w -  * 

ever, t h e  i n  choosing- t o  view these  p e r s o n a l i t i e s  as "real" 

charactera  i s  t h a t  i t  l e a d s  u s  t o  expect a c&esponding r & l i s m  i n  t h e i r .  
1 ' 

narrat ive, treatment.  J. W. Graham, f o r  ins tance ,  r a i s e s  the -ques t ion  - 
* 

of whether o r  not  we can v i e ~ ~ t h e s e  voices  as "siream of consciousness" ^ 

o r  " i n t e r i o r  mo~ologue" when they a l l  spe& f o r  th ink)  i n  the same -style;  . 

"Because V i r g i n i a  ~oolf makes no a t tempt  t o  d i s t i ag t i i sh  the s t y l e  o f  one 

speak& from t h a t  of any o the r ,  it is d i f f i c u i t  t o  &d t h e  speeches as 

stream-of-consciousness; and t h i s  d i f f i c u l t y  I s  increased when we 



perceive  t h a t  t h e  rhythm, sentence s t r u c t u r e ,  and vocabulary of any one,  

speaker do not change not iceably  between childhood and middle age. ,014 

If, on t h e  o t h e r  hand: w e  view these  p e r s o n a l i t i e s  not  as " s i x  
- -- 

voices  i n  search of c h a r a c t e k ,  but  i s  a si-ngle being in search of  

0 '  

v o i ~ e s , " ~ ~ a s  Guiget proposes (and I concur), then x6 &e able to  adbrlt such 

t erms-as-%tr~am o f  conscioumress# m - h r t e z % ~ p ~ o 3 p - @  ' $ @ t h i i c d n -  - 

-. - 
vent ional  demands t o  psychological  reakism which' those  concepis imply. 

Indeed, t h e r e  is a good d e a l  of 6upport. f o r  t h e  argument t h a t  these  are 
- 

not  separa te  ind iv idua l s  but  " i n c a r n a t i o n s ~  f var ious  a s p e c t s  of t h e  9 
\ 16 ' 

individual  sou l  of t h e  n a r r a t i n g  Consciousness" , L .  

I n  a review of Coleridge the Talker,  Woolf @td t h a t  t h e  method 

employed i n  t h a t  volume ( an  a t tempt  t o  r e a l i z e  - the  e s s e n t i a l  Coleridge - -. 
through h i s  var ious  comments'on var ious  top ics )  was t h e  only way of  

+ 

g e t t i n g  at t h e  t r u t h  of a complex personal i ty ,  " to have it broken i n t o  

many s p l i n t e r s  by many mirrors and so  se lec t" .  l7 We have noted- such a 

method i n  t h e  beginning o f  -- To The Li&thouse where Woolf "splits-up" 

emotions and she  employs it t o  even g r e a t e r  ek ten t  i n  -- The Waves. If ! 

' these  voices w i l l  eventual ly  become inex t r i cab ly  mixed i n  " the  globe 

o f  life1' t h a t  3ernaxd desc r ibes  i n  h i s  summing up, w e  s e e  them first -as 

d i s t i n c t  and s e p a r a t e  voices  a t  t h e  beginning of t h e  novel, 

A s  t h e s e  charac te r s  come i n t o  being ( p a r a l l e l i n g  t h e  world coming 

' i n t o  d e f i n i t i o n  with t h e  s u n r i s e  i n  t h e  exordia) they are ( a s  Bernard 

desc r ibes  later) " e e r c e d  with a m u s  of  sensat ion [which? happen i n  one 

second and last forever. *'I8 Indeed, even i n .  t h e i r  simple responses t o  a 
t *  

world of s i g h t  and. sound w e  can perceive t h e  d i s t i n c t i o n s  t h a t  w i l l  

determine t h e i r  future perspectives.  ~ernarh'*s "ring" t h a t  "quivers 



and hangs i n  a .1003 of  light" w i l l  becone the transparent glob of lifk 
i 

with "walls of t h i n n e s t  airn (p. 220;. Susan's ",slab o f  pale ye l lox  . .. . 
spreading away until it m e e t s  a purple stripe" hints at the fields of 

- ,  . . 
i 

whea+, neetip4 the horizor, at dusk that  &ll late be her uorla. :innj;'s ,. 7 
"crkSon tassel  . . . twisted ~5th gold her f i f e  

R 

I $ 3  

-inst the enomms flarks o f  &* reveals his tendency tcvafd 
\ 

aes thet ic  concerns. Louis h e a r s  ( 8 s  he +ll always beer; t h e , , s t a q i %  

of a p ~ ~ t  beast -&.ose foot is chahecf. E e r e  the i q e  works on two 

levels ,  for it not or.l:r s p b l i z e s  Louis' own future p r e d i c a e n t  (-feeling 

ke is destfncd -4 'ce z great h i s t o r i c a l  scholar, he is forced t o  spend 

.is l i f e  %ied t o  2.e S~sfness  world of  k.rdon; but a l s o  suggests kis 
' 

suzreness of tize and %he i n e s c a p b i l i t ~  of  the+past .  

?owever, tke r i f s t kcz lons  i n  t i-ese pzssive respnses to the world . 

&ake on , m t e r  s l @ f i = ~ c e  when we see these characters begin to a c t  

t: r e l a t i o r !  -Lo eack ot'ser. In the first scene w e  f i nd  &.is behind a 

uzll t z - y i q  to ?.iOe  fro^ the  o thers .  klready' he perceives %.hat he 5s an 

o - ~ t s i d e r  i n  t h e k  mrld 'mt h e  f s  ab le  to achieve a sense o f  b e t o y i n g  



, 
-- 

1 

woods, an actior, she wi l l  repeat as an a d u l t  when she rejects t h e  cum- 

~ l e x i t i e s  of s o c i e t y  and embraces t h e  simple and b a s i c  l a w s .  of na tu re  i n  

'he l 5 f e  of a f a m e r ' s  wife. Eeanwhile, we f i n d  Rhoda f a n t a s i z i n g  that 

t h e  petals f l o a t i x  i n  a b w l  are s h i p s  t r a v e l i n g  %o d i s t a n t  shores. 

Like h u i s  and Susan, Phoda also seeks another  world t o  escape fme t h e  

others, ht h e r  retreat has no roo ts  ( i n  time o r  space) connecting it .* 
t 
3 

the reat world. Per world is cdnple te ly  i e - i n a r y ,  a p r i v a t e  p lace  o f  $ 

s e r e n i t y  an2 e x o t i c  beauty t h a t  she spends t h e  rest of her  l i f e  trying i 
5 

'VO rea l t ze .  f - 
.&.ile t h i s  : S  goin? 00, 2,ernard, who has been working with Kevi l le  J 

- 

i~ :he t o o l  shed,  is dfstracted by Susan's distress and l eaves  h i s  t o o l s  & 
4 

:r order  to comfot. h e r  : c h a r a c t e r i s t i c a l l y )  with a story. Neyille: 

s + a d a s  ukici: a- 33.5 oftez broken off  before  they are completed. lieville; 

:re ?i?*ze aestkei,e, lovps 3 d e r  ar.2.preciseness, so he looks folswrd t o  

2 '- ..-----= -za-t to t h e i r  S C ~ O O ~  work, wnere t h e m  is order ,  where t h e  "copy- - 

kqoir are laid our  eiZe 3j. s i b  pn the m e n  baize  t ab le"  (p. 15: .  

'=- - -- 4 z  e ?ze w r , r l u  Ir. acco-ce wl"& =heir n igh ly  :&ivid1al &i t ia l  
~, - 

t - 
res7rses;  *xz:ie 2% :ke szze ~ f a e  <ir, :he exordfa " k t  yr&1ates  t h e  

- 

pssa;:es ci ? h e i r  i l v e s ;  iioolf 7rerLnds as of t h e  i n e x o l a b i l i t y  of t i n e  



sets q ' a  counter  m v e ~ e n t  toward  u n i f i c a t i o n  which is 

t!?; twcr o c c a s i o m  -+,.hat she draws a l l  of t h e  c h a r a c t e r s  

The first occasion occurs  h e n  they a r e  i n  t h e i r  

a>d they  meet at  a farewel l  d inner  f o r  Pe rc iva l  who is 

A s  h i s  mme sugges ts ,  P e r c i v a l ' s  funct ion  i n  t h e  novel 

revealed  on 

together .  
- 

e a r l y  twen t i e s  
f 

\, 

goin'g t o  India .  = 

X s!!adow~ f i g u r e ,  seer! only frorr, t h e  ou t s ide ,  i n  o u t l i n e ,  he  e x q q d i f i e s  
.-. 

the uanb iguous  man of  ac t ion .  Therefore,  he is  a symbol f o r  each , 

c5arzcter as w e l l ,  f o r ,  ir, a sense,  each character has  c rea ted  him i n  - 
I 

t h e  i m g e  of what 3e is  not ("he i s  ny opposite" Eernard szys): t h e  , 

idw-lized ve r s ioc  o f  the *ole, i n t e g r a t e d  man. Secause t h e  c h a r a c t e r s  
6 

are t rapped i n  t h e i r  separate, incomplete worlds and p a i n f u l l y  auare 

o,C t h e  ~ ~ i t y  that causes +,hm t o  e q h a s i z e  these  d i f f e r e n c e s ,  it ,is 

' P e r c i v a l  (as Louis  s y s ;  "&.o nakes u s  auare t h a t  t h e s e  a t t empts  ) to say 

I - a& t h i s ,  I as that,' *:ch w e  make coming t oge the r ,  like separated , 

prts of Dne body a.M sozl, a r e  false. Sorething has been l e f t  out  
9 

f m ~  fear. 5 o ~ e t k i n g  has k e n  a l t e r e d ,  f r o m  vanity.  2e >ave t r i e d  to 
3 

zccertuolte d i f ferences .  

szress 1-r. ou r  f a u f t s ,  

+.s %key enter t h e  

a p n d  ec?=nce, ?hda 

Froz t h e  d e s i r e  t o  be seprate we have l a i d  

t 

restallrant (ea& i f i  h i s  o-m fashion-2inny *rakes 
4- 

s l i~ks  bekind p i 1  lam, Susan ap3maches n a t t e r -  

c ra rzc=er  c l i r s s  des-p-teiy +a 55s oTm Ldenti ty as t o  a l i f e  raft. 3 u t  
I 

@uall:r, their love  f o r  F e r c i ~ l  ( o r  what he stands f o r )  spreads t o  

i zc l~ ide  : ~ e  others, & for a m 7 e z t  tney a r e  a b l e  Ck coze out of t h e i r  

i z C v i $ z l ,  sq.araLx w o r l b ,  =$ u b t  was t h e  &iscord of c l a s h i r g  w i l l s  
. . 

. - - .  tecz-es z ra,-rr,ccims z,er?l_rz IE which eact r-ote st211 sh;~xl,ds i t s  o m  . 



\ - - - - - -- - - - -- - - -- 

sound but  is now also a part of a as Bernard d e s c r i b e s  it, 

"a seven-sided f lower,  many-petalled, red,, puce, purple-sha-ded, sf iff 
4' 

with  s i l v e r - t i n t e d  leaves--a whole f l o w e r + t o  q i c h  every eye b r ings  its , 

own contr ibution" 108). 

. - rowever, t h e  moment does not  l a s t - - the  rhythnk of  t h e i r  l i v e s  carry . 
* * 

them Sack i n t o  d i f f e r e n t i a t i o n .  They go out  i n t o  the 'korld pursuing 
\ 

- -9 

\ 
t h e i r  sepa ra te  pa ths  and later we hea r  t h a t  P e r c i v a l  is k U l e d  i n  India.  7 a 

The next t i n e  they cone t o g e t h e r  is a t  Bernard's i n s t i g a t i o n  at  
d 

I I 

I . k 
$ - 

?ampton Court, f o r  I t  was here  t h a t  3ernard was t o  take P e r c i v a l  before  $ 
- 

he  died and so, i n  pilt and sorrow, Pe rc iva l ' s  ghos t  hangs over  t h e  
- 
2 

1 occasion,  r e q i n d i n ~  tben  o f  d r k n s  t h a t  a r e  no longer  poss ib le .  Kow as 

%hey lceet.they a r e  past rrLddle-age, and they no longer  look forward t o  

t h e  p o s s i b i l i t i e s  of  t h e  f u t u r e  5 u t  i n s t e a d  t o  t h e  i r r e v o c a b i l i t y  of  

t h e  p s t .  Therefore,  t h e  c l a s h  of  wills, t h e  defens ive  a s s e r t i o n s  o f  

p x w n a l i t i e s  a r e  nore v;loient than on t h e  f i r s t  occasion. Nevi l le ,  

wi-io co r l lnues  t o  search f o r  t h e  p e r f e c t  love r ,  defends t h e  f l u i d i t y  and 

frkedor. of his l i f e  a g a i n s t  Susan uho has "stuck l i k e  a liicpet t o  t h e  
+ - 

sz.ze rock" i n  h e r  u?varied l i f e  or! t h e  farm. " A t  b reakfas t , "  Xevi4le 

=is, " 7 ~ s t o ~  blinds your eyes. ' At %hat hour your r e l a t i o n s h i p  i s  mute, 

n ~ - l l l ,  &XI-colottred, Yine a t  that hour is isam and various" (p.  182). 
<- , 

2.2: YevTlle, Susan arFJes ,  i s  too  f lu id .  I n  h i s  eyes "even app les  . . . 
b v e  a- f i i red  loo%" (7. I%), whereas she  sees  t h i n g s  as they a r e ,  

- 

17sq=re, 2 m ~ i ~ ~ n t ,  t z ~ ~ ~ s s o l v e d "  ( p. IW). - 

- 
2 . ~ 5  t r e s e  d e f e r s e s ,  as Yevi l le  p o i n t s  o u t ,  a r e  not  meant t o  h u r t  

I 

-.F ,,.e ,,,,,, 'mt rather  are ~ u t  f o r t h  ir. order  t o  "refresh and f u r b i s h "  t h e i r  

: ,- , Fr. ',hersel-~es, -&.icr, nor,en?arlly wavered as they cane together .  i 



S r a d l ~ l l y ,  then ,  a s  on t h e  first occasion, they come together .  This  

time, however, ' the moment o f  merging is d i f f e r e n t .  Tnerity years ago, 

wnen they faced t h e  fu tu re ,  completeness (symbolized by ~e rc iva l )  seemed 

possible--a seven-sided flower with each d i f f e r e n t  p e t a l  c o n t r i b u t i n g  its 4 

I - 
d i s t i n c t  shade of co lour  t o  t h e  beauty of t h e  whole. Now, with P e r c i v a l -  4 

2 
P 

dead and with them looking toward t h e i r  own deaths ,  t h e  moment of  i n t e -  4 
3 

- * 
i 

p t i o n  assumes a death- l ike  q u a l i t y :  a vast amorphous bubble which 

dissolves d i s t i n c t i o n s  (" the  b iue  of  midday and t h e  black of  midnight") 
... 1 .  

*and i n  whlch they n i i @ t  f l o a t  o f f  to  "escape from t h e  h e r e  and now"' (p. 192). 1 
$ 
4 - - -ere,  i n t e g r a t i o n  i s  p o s s i b l e  only .if they r e l e a s e  t h e i r  d i s t i n c t  i d e n t i t i e s  . 

.#•÷ 

"as s i l e n c e - f a l l s  I arr. d i s so lved  u t t e r l y  and become f e a t u r e l e s s  and 

s c a r c e l y  t o  be d3Stinguished frorn another" (p. 192). If i n d i f f e r e n c e  now 
- 1 

3 
r q l a c e s  the exciterdent of the previous merging and t h e r e  is emptiness , 

wiere 3e fo re  t h e r e  was e ~ l l n e s s ,  i t  is, a t  least, peaCeful: "nhat 
. 

rztters," 3ernaxd says ,  "ars&ety i s  at  r e s t .  The v a i n e s t  o f  u s ,  Louls 

seri?a?s, Sees not  c z h  srha<ipeople think.  I ievi l le ' s  t o r t u r e s  a r e  a t  

rest, . . . 1 r e f l e c t  now %at the e a r t h  i s  only a pebble f l i c k e d  o f f  , . 

acc 'denA~l ly  f r o z  the f a c e  of  t h e  sun and t h a t  t h e r e  is no l i f e  anywhere 

ir. the abysses of space" (7. 153). 3 u t  :ust as t h e  embemnce  i n  

t?a% flrst coal rg  tage5 ler  fad&, so t h i s  indi .fference also passes ;  

: > ~ : = - i +  -,,,,, ~ F j l e  & a s  . . I t h i s  f o m L e s s  imbecil i ty,"  I n  spite of  t h e  - 

~eacef -Lness  - of this co ten t  of  u n i f i d t i o n ,  l i f e  i s  b e t t e r :  "Faking love  - 

-- vV 2 zur;seraici -2ekir~d a tree, t h a t  s o l d i e r  is more admirable than all t h e  

I rave  :rled, with as l i t t l e  e l abora t ion  as poss ib le ,  t o  provide 
f < 



a b r i e f  sketch o f ' t h e  first s e c t i o n  o f  The Yaves i n  o r d e r t h a t  we may be -- 
a b l e  t o  dea l  more thoroughly with Bernard's r e c o l l e c t i o n  of  t h e s e  mo- 

\ 

ments i n  t h e  second sect ion.  Yet any a t tempt  t o  comprehend t h e  "globe 

- 
of  l i f e "  t h a t  t h e  first s e c t i o n  desc r ibes  b y , e x t r a c t i n g  b i t s  and p ieces  

f r o m  it w i l l  necessa r i ly  f a l l  shor t .  "Whatever sentence  I e x t r a c t  

whole a n d - e n t i r e  f r o m  t h i s  cauldron," Bernard s a y s  i n  h i s  summing up, - - 

"is only a s'tring of s i x  l i t t l e  f i s h  t h a t  l e t  themselves be caught wfiile . 

a m i l l i o n , o t h e r s ~ l e a p  and s i z z l e ,  %king t h e  cauldron bubble l i k e  

b o i l i n g  s i l v e r ,  and s l i p  through my fingek" (P. 202). Indeed, by 

s e l e c t i n g  out  even a s i n g l e  a spec t  we d i s t o r t  t h e  formal rhythms o f  t h e  

Qole i n  uhich ( a s  w e  w i l l  r e a l i z e )  t h e  meaning of  The Waves is t o  be 

found. The t ens ions  we have observed: t h e  i n e x o r a b i l i t y  o f  time and space 
i 1 

'as each charac te r  t r ies  t o  fom t h e  doorld t o  h i s  o m  v i s i o n ,  t h e  agony 

of  t h e  soul  t rapped wi th in  its -own persona'li ty while it longs  f o r  lhve  

and communion with o t h e r s ,  and t h e  problems of  p e r s ~ n a l i t y  and imperson- 

a l i t y  ( t h e  former de f ines  t h e  ind iv idua l  but is l imi ted:  t h e  la t ter  is  

. l i m f t l e s s  but  a l s o  l i f e l e s s )  a r e  made evident  only through the, accumula- 

t i o n  of images, sensa t ions  and impressions as eac6' c h a r a c t e r  adds h i s  

drop to t h e  b o i l i n g  cauldron. The meaning can ohly be found ( i f  it is 

t o  b e  found anywhere) i n  a v i s i o n  t h a t  p e r c e i v e s > t h e  whola, a whoie ( l i k e  
*. 

Seorge ?toore*s organic  u n i t i e s )  t h a t  is g r e a t e r  than t h e  sum of  its *parts .  

.. This  circumstance p u t s  t h e  readel i n  a unipke pos i t ion .  I n  m. ' 
- 

h l l o u a y  and To The LFghthouse rae codd r e l y  an the secondary refPee%er, - -- 
* a  cnarac te r  who had i n s i g h t  i n t o  t h e  i n n e r  mind o f  t h e  c e n t r a l  c o n s c i o u s ~ e s s  

2nd y e t  was d i s t a n t  eno7+$ from t h a t  consciousness t o  juxtapose that sub- 

:ective world w i th  objec%ive reality'. I n  t h i s  way P e t e r  Yalsh co&,mls  



and gui-ur f i n a l  impression of K r s .  Dalloway, and L i l y  Briscoe c r e a t e s  

our  f inal  v i s ion  of K r s .  Ramsay. But i n  t h e  first s e c t i o n  of  The wads -- 
'we' have only t h e  i n n e r  wdrld of t h e  mind ( a l b e i t  a many face ted  mind) 

and no charac te r  ou t s ide  of t h a t  mind t o  serve  as o b j e c t i v e  p e k p e c t i v e  

on t h a t  i n n e r  world; Only t h e  reader ,  

r e f l e c t o r ,  can assimilate these varied 

Schaeffer  o u t  t 

The reader's corisciousness is 

assuming t h e  r o l e  o f '  secondary 

impressions, as J e s e p k i ~ e  

one of t h e  ch ie f  unifying 
elements i n  t h e  novel which becomes, i n  its way, a 
means of enlarging t h a t  consciousness. ~ a c h  time a 
new I occurs,  the -xeader ,  s t i l l  f u l l ' o f  t h e  I just 

- f in i shed  speaking, must s h i f t  his perspect ive  a l i t t l e .  
A s  he does so, t h e  I's, though-dis tant ,  overlap. The 
reader embodies both and each. 

9 
r e s u l t  is t h e  sen- 

s a t i o n  of  hear ing one's own voice. 

But t h e  mere ass imi la t ion .  o r  perception of  t h e s e  p e ~ a p e c t i v e s  with- 

i n  t h e  mind of  t h e  reader  i s  not  s u f f i c i e n t .  If it were, t h e  novel 

would end with t h e  first sect ion.  I n  a n  early draft of The Waves, Woolf 
b 

descr ibes  such a mind perceiving mixed sensat ions ,  bu t ,  as sh'e continues,  
B t 

t h i s  perception must lead t o  exp l i ca t ion  i n  o rder  t o  complete t h e  visionr 

The woods of Elvedon a r e  seen through t h e  sou l ;  and 
l i f e  is mixed with o t h e r  l i v e s j  and t h e  mind is haunted 
with t h e  f i g u r e  of  a lady,  wr i t ing ,  between two win- 
dows . . . t h e  mind, l i k e  a vine ,  has  fo rever  now t o  
f i n d ' a  phrase t o  net  th ings  i n ;  foF ~ t h e m i s e  they must 
perish.  And then,  when t h e  phrase has en found, it 
must be spoken aloud,  +to s o z e b d y  else.  28 

- ?e gemIra1 n o t i s r  f;r T t s  'dave~,  we w i l l  r e c a l l ,  az%e one day uhen - 
iioolf, s i 5 t i n g  a t  a de& before the window, ,had a vis ion of a f i n  , in  a 

xas5e o f  water. 3 e  p s s i v e  s t a t e  o f  her mind i n  perceiving t h i s  image 



-- - -  

p d u a i l y  became a c t i v e  as she' sought t h e  phrase t o  ne t  t h i s  v i s i o n ,  a 

m y  t o  comnunic+t& and thereby preserve  it, and t h a t  a c t i v i t y  of o'rderin@: 

i n  r e c r e a t i o n  bemme a l s o  a part o f  t h e  t o t a l  moment. "Now t h i s  -is very 

p ~ f ~ u n d , "  Woolf wrote'in a l e t t e r  t o  V i t a  Sackville-west,  "what rhythm 

is and goes f a r  deeper than words: A r s i g h t ,  an emotion c r e a t e s  t h i s  ., . 
? ,  

wave i n  the  mind, long before  i t -makes words t o  g& it, and in wr ikkg  

(such is my b e l i e f )  one has  to .  recapture  t h i s  and set  t h i s  working ' * 

(which has  nothing t o  do with words) and then,. as it breaks and tumbles 

i n  t h e  mind, it nakes words t o  f i t  iLftZ1 I n  orde; t o  g ive  t h e  t o t a l  

experience of  t h e  moment ( " the  moment whole") i n  h e r  novel,  woolf had t o  

include both t h e  percept ion and t h e  ordering of  t h a t  percept ion i n  t h e  
/ 

re-creating, and it is a t  t h i s  po in t  t h a t  t h e  a r t y s t  t a k e s  over. Be- 

cause Woolf was l o a t h e  t o  leave  such a burden t o  t h e  reader  -(.we r e c a l l  

h e r  c r i t i c i s m  of Hemingway who "forced t h e  reader  t o  do r a t h e r  more than 

h i s  share  of t h e  work of creatidn"z2) we have Bernard's entrance as 

n a r r a t o r  i n  t h e  second section., A s  L i ly  Briscoe emerges i n  t h e  last 

sec t ion  of -- To The 1;ighthouse t o  c r e a t e  our  v i s ion  of  Mrs. Ramsay, so  

Sernard e n t e r s  t h e  last s e c t i o n  of T& waves t o  br ing o rder  t o  t h e  var ious  

perspect ives  of t h e  o t h e r  characters .  

But if it seems that Bernard's role'  as a r e f l e c t o r  on the" o t h e r s  
I .  

i s  a n a t u r a l  ,extension of L i ly  Briscoe 's  r o l e  i n  Lighthouse, it is cur ious  

that only days before she  was t o  begin t h e  last s e c t i o n  i n  t h e  first 
draft of -- The Waves Woolf was still searching f o r  a n a ~ t i v e  technique, 

t&t would ga the r  a l l  of t h e  voices  together*  "It might be a g i g a n t i c  

conversat ion,"  she wrote a t  one po in t ,  and then la$err nHow t o  end, save 

jjr a tremendous disczssior ,  i n  which every l i f e  shall have its voice--a 

zosaic--I do n o t  h c ~ . " * ~  Tee days i n t e r ,  she began t o  m i t e  t h e  last 



s k i o n ,  but  a s  J. '4. Zraham notes ,  " there  is  no s i g n  i n  t h e  m n u s c r i p t  

of any at tempt a t  a conversat ion i n  which every l i f e  has  its voice: in-  

s t ead ,  'she gave a l l  t h e  l i v e s  through one voice,  ~ernard 's ."~~ ~ k ~ t  
Woolf was apparent ly  r e l u c t a n t  t o  s i n g l e  o u t  one of  t h e  voices  f o r  t h e  

r o l e  of n a r r a t o r  is not  su rpr i s ing ,  f o r  throughout t h e  yea r  of  wr i t ing  

t h e  f i r s t  d r a f t  (which bears  l i t t l e  resemblance t o  t h e  published work) 

- s h e  had been t r y i n g  t o  avoid g iv ing  any of  t h e  voices  a 

view of  a l l  t h e  o thers .  Ins tead,  an omniscient n a r r a t o r  descr ibed t h e  

e v e n t s - i n  t h e  ch i ld ren ' s  - l i v e s  (usua l ly  in .  t h e  past tense ) ,  while a 
- .  

n a k a t o r  within the,  s t o r y  ( n o t  one of t h e - s i x  voices  but  a vague con- . - 

templat ive f i g u r e  who is s e x l e s s  and nameless, although sometimes 

c a l l e d  "the mind") i n t r u d e s  from time t o  time t o  comment on t h e s e  events. 

The r e s u l t  is extremely laboured, as t h e  following example from t h e  
8 I 

f i r s t  d r a f t  reveals .  The o@iscient '  narrator has  j u i t  descr ibed t h e  , * 
L 

scene i n  which Suaan is upset  a t  'qeeing Jinny k i s s  Lbuis; and now t h e .  
- 

i 

n a r r a t o r  in t rudes  t o  comment on the$:.significance of  t h a t  emotions 
v s ' ,  , s- 

\ 

I am not l ay ing  too &eat a stress upon aJ.1 t h i s ,  I , 
a m  not e x a g g e r a t i w  t h e  intensity-of.children's'feelingsl . 
I-ndeed, t h e r e  is nothing more certayn than t h a t  child-  
r en  a r e  t o r t u r e d  by jealousy and love "long before they 
know t h e i r  own names; t h e  mind k s  c e r t a i n  of t h i s O 2 5  

'It is no wonder, then: t h a t  w e  f i n d  Woolf , i n  h e r  d i a r y ,  asking h e r s e l f ,  

V h o  th inks  i t ?  And a m  I ou t s ide  t h e   thinker?^ One wants some devitce 

which is not a t r i c k .  "26 I n  s p i t e  of t h e  awkuard reference  t o  " the  

Lnind," t h e  voice of t h e  omniscient n a r r a t o r  and thee thoughts  gf "the mind" 
3 

are still too c l o s e  t o  be dist inguished.  

Tbe ques t ion t h a t  a r i s e s  !is why 'Koolf continued f o r  so long with 
2 



- . 
I 

- - L -  - -  - - 
t h i s  obviously inadequate technique when she  h a  i n  t h e  pa'st q u i t e  + 

= 

' 

successful ly  handled t h i s  problem of ou t s ide  pe r spec t ive  on t h e  i n n e r  . 

thoughts of a charac te r  with t h e  "device: of a secblidary r e f l e c t o r . ,  The - 
A .  0 - 

answer seems t o  l i e  i n  her o r i g i n a l  conception bf The Waves as a work - - -- - 
t h a t  was t o  extend beyond t h e  scope of  h e r  previoug novels. I n  all of  f 

3 
i 

% h 

h e r  o t h e r  works (bu t  p a r t i c u l a r l y  i n  - Nrs. Dalloway and  -- To The ~ i ~ h t h o u s e 3  
- - - - 

2 
4- 
.2% 

t h e  theme had been t h e  p resen ta t ibn  of  a c&-+ral consciousness~from . 1 " .  
both i n n e r  ;nd o u t e r  p r s p e c t i v e s  &il t h e  two views merged i n  an  .in- ' 

. " 

s i g h t f u l  moment of inkegrat ion.  But i n  all of - t h e s e  works t h a t  c e n t r a l  4 

consciousness was someone o t h e r  than t h e  author. Because t h e s e  novels - 7 - 
, ,, 

P > .  % 
or ig ina ted  i n  t h e  author ' s  observation of another consciousness ( ~ i t t y  . . 

Wxse  was t h e  o r i g i i m l  f o r  hrs. Dalloway, J u l i a  Duckworth Stephen f o r  
~ 

I 
K r s .   ams say), <Woolf could not  . only , imaginatively p resen t  t h e  i n n e r  

thoughts of  t h a t  character, but  a l s o  dup l ica te  h e r  experience .of ob- 

, , 
serving t h a t  character ,  6hrough t h e  ',of t h e  secondary re f l ec tq r .  

I . *  

'~ndeed, as t h e  r e f l e c t o r  is t r a n s f o q e d  f r o n  a mere observer i n  P e t e r  * -  
T 

ilalsh t o  t h e  o b s e r v e r a r t i s t  i n  L$ly BriscQe, t h e  id&ti"tY: between t h e 3  
a 

au thor  and r e f l e c t o r  becomes more evident. o evert he less, both t h e  a u t h o r '  
- 7 . . Y l  . > 

and r k f l e c t o r  a r e  involved in a process  of  'observing and r e c r b a t i i g  some- 
. .- 

a one e l se .  . , G .  . . 

The Waves, however, began not  i n  ' t h e  observation of' another  person, -- . 
but  from -Voolf's o b s e r v a t b n  of h e r s e l f  i n  a moment when t h e  s ight .  a& a 

- .  

f i n  i n  a waste of water c rea ted  a "wave" i n  t h e  _mind t h a t  'seemed t o  con- 

tain a l l  of t h e  aspec t s  of h e r  l i f e  brought toge the r  i n  a n ' i n t e n s e  mo- - 

c e n t  of revela t ion.  It-was t o  understand and r e c r e a t e  t h i s  momen? t h a t  

skLe kegan The Yaves. -- 
I '  
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Ear ly  i n  t h e  w r i t r n g  of  -- The Wavks Woolf r e f e r r e d  t o  t h e  work i n  - J, 

4 &% 

her  d i a j  as her " a ~ t ~ t i ~ ~ ~ b ~ , * * ~  bu t  it is  a most chal lenging kind of  t c7 3 
-r - 

a;tobioPphy. Aot only could it not  be  done i n  t h e  f i r s t - p e r s o n ,  but ,  .- 
d 

> .  

on t h e  o t h e r  hand, t h e r e  could be nothing ~n it t h a t  was not  inhe ren t  - 
i n  t h e  morrent she  was t r y i n g  t o  recreate--no secondary r e f l e c t o r  o r  

o l t s i d e  obser$'erz ':waste, deadness, come f r o m  t h e  inc lus ion  of  t h i n g s  - 
t h a t  don't  belong to  t h e  monent; t h i s  a p p a l l i n g  n a r r a t i v e  bus iness  of . 

t h e  realbtc g e t t i n g  on from lunch t o  d inner :  it is false, unrea l ,  
i' 

merely conventional.  "" But. i f  ~ o o l f  As, i n t e n t  on avoiding t h e  "appal l ing  
* .  

n a r r a f i v e  business," she  never the less  recognized e a r l y  t h e  need f o r  some . 

kind- of g u i d e *  "But t h e r e  must be more u n i t y  between each scene , than 
I 

I can fifid a t  present .  . . . Sow am I t o  make one l a p ,  o r  a c t ,  b e t w ~ e n  

t h e  caging of t h e  moths, more i n t e n s e  than another;  i f  t h e r e  are only 

scenes? Cne must g e t  t h e  sense  t h a t *  this is the beginning;  t h i s  t h e  L 

middle) t h a t  . . t h e  climax--when +e opens t the  window and t h e  moth comes 

'in. . .. . gut-yho i 5  ;he? I a m  very anxious t h a t  Lshe should have no 
' a 

nane. I don' t  vant  A Liv in ia  6 r  Penelope : I want 'she3. But t h a t  * . _ 
'L - ? 

becones a*, Liber ty  greeqery -ya l l e ry  s~mehovr 'symbolic i n  l o o s e  
- .  . 

" 2 9  ' m i l e  t h e  suQject  o f  h e  work kas id fense ly  pe r sona l ,  t h e  robes. 
* _ - 2 

"@e" had t o  be cb&pletely irnperso&l--an l 'eyelkss"p n a r r a t o r  vha . . 

could m i n t a i n  t h e d i s t a h c e  needed t o  comment on t h e  var ious  s e l v e s  and 

y e t  btill,.be a p a r t  of t h a t  self. It is  no woniier, then ,  that hloalf 

had d i f f i c u l t y  i n  f i  t h e  a p p k p r i a t e  technique. While h e r  f i rs t  
T - 

e q e r i m e n t  e q l o y i n g  zindl' a% n a r r a t o r  maintians t h e  degree of  

L - p r s o n a l i t y  she sought, L t  r ena ins  too  vaF.e t o  be conceived as part 

of  the coxplex t h a t  .i~cludes t h e  s i x  e t h e r  charac ters .  ( ~ n d e e d ,  If 
0 



. anything, such an appefa t ion as w e  Hnd? even G r X h n a  a " lav in ia  o r  

Penelope" s t r i k e s  one as "artyw. ) 

There is no evidence i n  t h e  Uriters Diary t o  i n d i c a t e  what l e d  - 
Woolf f i n a l l y  t o  abandon " the  mind," but  it is i n t e r e s t i n g  t o  no te  t h a t  

t h e  form which eventual ly  replaced it seems t o  have i ts o r i g i n  i n  some 

of  t h e  d i scover ies  she  m d e  i n  Lighthouse. Not only is t h e  s t r u c t u r e  

-- - 
similar (as w e  noted. earlier), but  the ideentiity that is tmplfcit 6e- 

tween t h e - s u b j e c t  c rea ted  and t h e  Creator  of t h e  sub jec t  i n  Lighthouse 

( t h e  pa in t ing  of Pm. Aansay is a l s o  a part of  L i ly ' s  p e r s o n a l i t y  s i n c e  

31 L i l y  had t o  "become" M r s .  Ramsay i n  o rder  t o  r e c r e a t e  h e r  ) becomes 

e x p l i c i t  i n  The Waves, as S e m r d  is both t h e  pe r sona l i ty  observed and -- 
- /  a 

t h e  observer o f  t h a t  p e r s o n a l i t y  ( a  "se l f -u i tness ing sphere of  agency"). 
- 

I n  l i g h t  of h e r  previous works, then,  t h e  use of Bernard i n  t h e  

r e f l e c t o r ' s  r o l e  does not p resen t  a d r a s t i c  change i n  pkrspective.  

Furthermore, t h a t  Woolf d i d  not bother  t o  record t h e  exact.moment uhen 

. ,, she discovered t h i s  method of t e l l i n g  h e r  s t o r y  may be because it vas 

, not  s o  much a break with t h e  former method as 8 n a t u r a l  emergence o u t  

of it. For even i n - t h e  first draft Benurrd (sometimes c a l l e d  John. 

o h n n i e ,  Archie o r  ~ o g e r )  had a l ready  been a s s i i n e d  t h e  artist's role.  

i'oolf simply had t o  r e a l i z e ,  it seems, t h a t  t h e  "artist" part of  h e r s e l f ,  - 
-which she had given t o  Bernard, u a s ' a l s o  t h e  same part t h a t  was now 

...c, 
doing t h e  wr i t ing  o f  The ilaves. -- 
- ' 3ut in older for u s  t o  accept  Bernard i n  t h i s  r o l e  Uoolf had t o  

c a r e f u l l y  establish the y = i q u e n ~  o f  h i s  perspect ive  i n  t e r n  of  t h e  - 

3ther  f i v e  charac'.ers. Zefore ue-go on t o  Bernard's sec t ion ,  then ,  ue 

:-@t t 3  u r . d e m t a n d , u t  thkt uniqueness is  by going back to those  



rp 

passages i n  t h e  first s e c t i o n  which dea l  with h i s  perspective.  

A s  e a r l y  as t h e  opening scene Woolf begins t o  establish Bernard's 
' 

d 

. i d e n t i t y  as a "phras&naker" by h d n g  him. t e l l  Susan a ,s tory  . i n  order. 
. . 

, * 

t o  conifort her. But even more s i g n i f i c a n t  than the  t e l l i n g  of t h e  

I s t q r y  is t h e  s to ry ' s  content:  t h e  .world-of Elvedon. If Elvedon is 
- $  3 

faasaineting, it 2s azse GGM-LA +e WFE SU- b e  ie- h, i f  --- 

they are caught, w i l l  be n a 3 l e  l i k e  s t o a t s  t6 t h e  s t i b l e  door o r  "shot O .  

l i k e  -jays and pinned t o  t h e  wall" (p. 14). I n  o rder  t o  escape they  must 

run t o  t h e  beechwood and h i a e  under t h e  trees, This  world nhich Bernard ' 

B .  

imagines not  only ref leck  back on t h e i r  previous experience i n  real 

l i f e  +(feel ing t h e  h o s t i l i t y  of  neglect  when she saw Jinny k i s s  Louis, 
=? 

Susan ran t o  h ide  i n  +he woods) but  also foreshadows t h e  e s s e n t i a l  con- 

cern of ~ e r n a r d ' s  f u t u r e  l i fe .  It is i n  o rder  t o  avoid  being "pinned 

down" t h a t  Bernard maintains h i s  c h a r a c t e r i s t i c  f l u i d i t y  throughout h i s  

a d u l t  life. This  f l u i d i t y ,  which manifests  i tself  as a' tendency t o  be 

d i s t r a c t e d  by everything around him also al lows him t o  realize a s p e c t s  

of  h imsel f  i n  t h e  o t h e r s '  personalities without l i m i t i n g  h i m e l f  to  any 

bne of  then (-"I a m  not  one person," Bernard s a y s , .  "I an  many people; , . 

. . " (P, 237). Like J i -my and Nevil le ,  he is ~ o e i a l ,  n e e d i m  con- 

s t a n t  contact  with o t h e r s  t o  b r ing  him i n t o  t h e  "here and now," but  

a l s o  ( l i k e  Rhoda aed Louis) he  seeks .out  t h e  .''profound depths once- i n  a 

bile t o  exerc i se  [his] prerogat ive  not always t o  act, bu< t o  explore; 

to hear  vague, a n c e s t r a l ~ s o u n d s  o f  boughs creaking, of  d o t h s ;  t o  

indblge impossible desires to embrace t h e  whole world with t h e  arms of , 

understanding--impossible t o  those  I&O act" (P. 97) and, l i k e  Susan he 

is  a l s o  drawn t o  t h e  commonplace--the simple l i f e  of b i r t h i n g  and dying 



- - -- 

- .4 

A t h a t  those  who l i v e  c l o s e  t o  nature  realize, I n  h i s  a b i l i t y  t o  combine 

a l l  of t h e s e  a s p e c t s  then,  ~ e ~ r d  is d i s t i n c t  from t h e  o thers :  " ~ e r y . f e w  

of  you," he  p o i n t s  o u t ,  "have t h e  double capaci ty  t o  feel [like Susan, 

Jinny.-and , ~hoda] ,  t o  reascn [ l i k e  Louis and ~ e v i l l e ] "  (P. 65); 
4 

This capacity of Bernard's t o  both f e e l  and reason, t o  empathize 

and_understan$, combined with h i s  s k i l l  with y o d s ,  prepares u s  t o  B 
4 

rece ive  ~ b r n a r d  as t h e  r e f l e c t o r  f o r  a l l  of  t h e  o thers .  But t h e r e  i s  

s k i l l  one o t h e r  a spec t  of h i s  charac te r  t h a t  should be r e a l i z e d  and t h a t  I: - .! 

e r  i n  which t h i s  f l u i d i t y  affects,Ms perspec t ive  on t h e  others.  
is the -Y 

- 
3 

I 
t 1 1 

I n  t h e  in t roduc t ion  t o  t h i s  t h e s i s  I duoted a passage f m m  "Notes 
- 3 

i 

I " 
on an Elizabethan Playw i n  which Woolf l o d e s  t h e  great artist's per- 

* 

spec t ive  as a po in t  mid-way between everyday r e a l i t y  and imaginative 

v i s ion . '  That passage deserves repeat ing a t  t h i s  juncture: 

Our contention merely i s  that t h e r e  is a s t a t i o n ,  
somewhere i n  mid-air, whence Smith and Liverpool can - 
be seen to t h e  b e s t  advantage{ t h a t  t h e  great artist 
is t9 man who knows where t o  p lace  himself above 
t h e  s h i f t i n g  scenery; that while he never l o s e s  
s i g h t  o f - ~ i v e r p o o l  he never sees it i n  t h e  wrong 
perspective.  

Changing t h e  metaphor only s l i g h t l y ,  Sernard dec la res  t h a t  it is " the  - 
panorama of l i f e ,  seen not frorc t h e  roof ,  but  f r o m  t h e  th i rd - s to ry  win- . 
dou, that d e l i g h t s  rnim;" (pi 207). L'nlike t h e  o t h e r  chamcten who a r e  

37 o u r  c r g e l t y ;  Susan could not share; & e v i l l e  wanted order ;  J inny 

love" (?, -20?;--3ernard was "preserved f r o m  these  excessesn gy h i s  

a'silii,;~ 50 re.ra?r. F n  his Yiird-story window, close enough to u r ? d e h n d  



= 

then,  y e t  not  so  c lose  t~a t  he l o s t  t h e  perspect ive  of t h e  whole. "I 

am so mde,"  3ernard says, " t h a t ,  while I hear one o r  two d i s t i n c t  

melodies, such as Zouis s ings ,  o r  Xevil le ,  I a m  also drawn i r r e s i s t i b l y  

to t h e  sound of t h e  choms  chanting its old ,  chant ine  i ts almost 

wordless, almost sense less  song that somes a c r o s s  c o u r t s  a t  night" (p. 211). 

Arne to %ien€iV uim e 5 a  n i 5 u s s l  character ,  he ?Z also aware (as 

t h e  o t h e r s  are no t )  of  t h e  bac1kground of time and gpace (suggested i n  t h e  

exordia) a g a i n s t  which each charac te r  a c t s  ou t  h i s  l i f e  "so t h a t  ins tead 

pf incoherence t h e r e  i s  perceived a wandering thread,  l i g h t l y  joining 

one t h i n g  t o  anothe2-n (2.  41). This  perspect ive ,  then,  no t .  only de f ines  

Bernard's p o s i t i o n  i n  t h e  novel,  bu t  a l s o  q u a l i f i e s  him as t h e  artist  

who w i l l  draw together t h e  d ive rse  elements of t h e  novel 's  world. 

iionever, i-his po in t  t h a t  t h e  d i a l e c t i c a l  s t r u c t u r e  of 

The Waves imposes i t s e l f  on  o u r  e x p l i ~ t i o n  of t h e  work. I n  t h e  novel, -- 
every t h e s i s  is followed by i ts a n t i t h e s i s r  "Let a man g e t  up and say, 

3eh0ld, t h i s  is t r u t h , "  Sernard notes,  "and i n s t a n t l y  I perceive  a sandy 

cat f i l c h i n g  a p i e c e  of f i s h  i n  t h e  background" (p, 160). The moment, 

3 e m a r d  t e l l s  us ,  inc ludes  both "truimphH i n  t h e  percept ion o f  " t ru th ts  

and Hhumiliation" when t h e  elements of t h a t  ordered v i s i o n  of  t h e  

universe d i s so lve  back i n t o  chaos. Therefore, if  it seems t h a t  i n  t h e  

last paragraph we have a t  fast been able t o  make a d e f i n i t i v e  statement 
- - -  --- - 

a j o u t  Bernard's charac te r ,  we mst now qua l i fy  t h a t  s tatement by reminding 

ourse lves  ( a s - t h e  charac te r  continuously reminds us)  t h a t  Sernard is not 

one and simple, but  many and complex. While a o s t  cri t ics f i n d  Bernard's 

d i s t i n c t i o n  fron t h e  o t h e r  f i v e  charac te r s  i n  h i s  a b i l i t y  t o  s e e  "the 

world without I.nposing upon it a n  o rder  t h a t  is merely an extension of 



h i s  desires, of h i s  p e r s o ~ l l t ~ , " ~  we must r e a l i z e  that this is  tme 

o f  only  one aspec t  of B e m a d ,  In  a d d i t i o n  t o  being the reflector, t h e  

s t o r y - t e l l e r  wfio can..see a l l  t h e  others i n  perspect ive ,  he  is a l s o  the 

c e n t r a l  consciousness, the one who is being r e f l ec t ed  upon. A s  the  

c e n t r a l  consciousness, then, he is no t  just Bernard but, a t  var ious  

tines, Susan, Jinny , Rhoda, L r x u L ? e +  aRd in 

he is a l s o  subject  t o  their  h ighly  personal  and s e l e c t i v e  v i s i o n s  of  

t h e  world, 

Zn Sernard's sumdng-q, Woolf nus t  f i n d  a way to presen t  t h e  

sxbfec t ive  v i s ions  t h a t  w e  a s s o c i a t e  with .the f i v e  o t h e r  charac te r s  as 

w e l l  as t h e  ob jec t ive ,  izrpersonal observer,  within a s i n g l e  consciousness 

and throughout t h e  l i f e  of that consciousness. Xow she accomplishes t h i s  

is no less than  a~azfng. Zuilding on t h e  two not ions  of time t h a t  are 

suggested i n  t h e  f i rs t  s e c t i o n  ( the l i n e a r  progression o f  tfme as t h e  

charac te r s  go f r o m  childhood to o l d  age  and t h e  c y c l i c a l  rfiythm of 

na tu re  imaged i n  t h e  waves) she  erects a dialectical s t r u c t u r e  i n  which 

3ernard  is  a b l e  t o  convey b t h  t h e  d i v e r s i t y  and u n i t y  of h i s  l i f e  with- 

i n  a s i n g l e  whole. & Bernard t a k e s  us  f r o m  h i s  childhood t o  t h e  present  

w e  are a b l e  to apprec ia te  t h e  v a r i e t y  of h i s  states of consciousness i n  

a series of moments,-but within each moment t h e r e  is a rhythmical 

p a t t e r n  ( l i k e  t h e  r i s e  and fall  of waves) t h a t  goes from the personal  
- 

and s u b 2 c t $ v e  to t h e  impersonal and 03J'ectTive and k c k  again, creating 

a sense of cantizuiky as sne m m t  blends in to  the ne*. But. l e t  us 

now t u r n  t o  these  moments t o  f u l l y  apprec ia te  how t h i s  structural 

p t t e r n  works. 

' 3e  first of these  "~oments" occtus uhen Bernard hears  o f  Percival's 



- - - - - - - - - - -- 

death. Caught up i n ' t h e  p l e a s a n t r i e s  of h i s  domestic l i f e  i n  nfiich h i s  

f a sc ina t ion  with commonplace, day-to-day occurances seems t o  preclude t h e  

grand phi losophical  s ta tements  on l i f e  i n  general  (" '~e&ven be p ra i sed , '  

I said, 'we need not  whip t h i s  prose i n t o  poetry. The l i t t l e  language 

is enough'") Bernard f i n d s  t h a t  t h e  news of  Perc iva l ' s  death suddenly 

causes F t h i s  - immediate world t o  co l l apse  around him. Now t h e  " l i t t l e  
- - -- - - - - - - - - - -- 

language" is not  enough: 
I .  

There should be c r i e s ,  cracks,  f i s s u r e s ,  whiteness 
passing over ch in tz  covers, in te r fe rence  with t h e  
sense of t i m e ,  of space; t h e  sense a l s o  of  extreme 
f i x i t y  i n  passing o5jec t s ;  and sounds very remote 
and then very c lose ;  f l e s h  being gashed and blood 
spur t ing,  a j o i n t  suddenly twisted--beneath a l l  
of which. appears something very important,  y e t  
remote, tb be j u s t  he ld  i n  sol i tude .  (p. 226) I- 

A t  this poin t  Bernard goes f r o m  personal  involvement i n  l i v i n g  t o  

i q e r s o n a l  r e f l e c t i o n  on l i f e ,  and a l l  t h a t  had been d i s j o i n t e d ,  "hel ter -  

s k e l t e r , "  merges i n  a moment - of  penet ra t ing  vis ion:  

To see  t h i n g s  wi%hout attachment, from t h e  outs ide ,  
and t o  r e a l i z e  t h e i r  beauty ' i n  itself--how strange! 
And then t h e  sense t h a t  a burden has been removed; 
pre tence  and make-believe and unrea l i ty  a r e  gone, 
and l i g h t n e s s  has come with a kind of t ransparency,  
r a k i n g  onesel f  i n v i s i b l e  and th ings  seen through as 
one walks--how strange.  (P. 226) 

iiacting t h i s  triumphal moment of understanding t o  last,  Bernard resists 
-+ - 

3e51-g dram back to t h e  everyday l i f e  (he ignores "newspaper placards") 
- - 

a r k  t u r n s  t o  art:  "Yadonnas and p i l l a r s ,  a rches  and orange trees, still 

as o r  t h e  first day o f  crea  , but acquainted with grief, t h e r e  they Yon 
h w ~ ,  and I gazed a t   the^. %ere '  I said,  'we  are together  without 



S i g n i f i c a n t l y ,  t h i s  s h i f t  from t h e  "moment" i n  l i f e  t o  t h e  '"moment" 

t r a n s f e r r e d  t o  ar t  p a r a l l e l s  t h e  same s h i f t  t h a t  Woolf made i n  t h e  
b. 

t r a n s i t i o n  from - Mrs. Dallowax t o  To The Lighthouse. Sow, i n  The Waves, 

Woolf t a k e s ' u s  one s t e p  f u r t h e r ,  f o r  here ,  even a r t  cannot prevent  t h e  O 

- 

rhythms of  l i f e  from going on. Secause he  cannot ' l ive  h i s  l i f e  i n  a r t ,  
--- 

Bernard is unable t o  L i n t a i n  t h e i m p e r s o n a l i t y  o f p t h e  momeft as h i s  

own personal  involvement with , the  world around him begins t o  a s s e r t  

i t s e l f ,  and he becomes self-conscious - - of t h e  inadequacy of t h e  phrases  

he  used t o  sum up P e r c i v a l ' s  death: "So t h e  s i n c e r i t y  of  t h e  moment 

passed;  so  it became s y m b l i c a l ;  and t h a t  I could not stand. Let  u s  

commit any blas*hemy of la  & t e r  and c r i t i c i s m  r a t h e r  than exude t h i s  2 
l i ly-sweet  g lue;  and cover him with phrases  . . . " (p. 228). 

"behind t h e  pain ted  v e i l , "  Bernard discovers  what he thought was t r u t h  

t o  be i l l u s i o n ,  and nod what seems t o  be t h e  meaningless absurd i ty  of  

t h e  world is  unbearable: 

I observed with d i s i l l u s i o n e d  c l a r i t y  t h e  despicable  
nonenti ty of t h e . s t r e e t ;  its porches; its window cur- 
t a i n s ;  t h e  d rab  c l o t h s ,  t h e  cup id i ty  and complacency 
of shopping gomen; and o l d  men t ak ing  t h e  a i r  i n  com- 
f o r t e r s ;  t h e  caut ion  of  people crossing;  t h e  univer- 

. sal determination t o  go on l i v i n g ,  whep r e a l l y ,  f o o l s  
and g u l l s  t h a t  you a r e ,  I s a i d ,  any slate may f l y  f r o m  
a roof ,  any car may swerve, f o r  t h e r e  is n e i t h e r  rhyme 
nor reason when a drvnk mas s b g g e r s  about- club 
i n  h i s  hand--that is all. I was l i k e  one admitted be- 
hind t h e  scenes; l e e  one shabmhow t h e  e f f e c t s  a r e  
produced. (p. 228) 

But i n t o  t h e  depths  of  t h i s  depression a spark is lit: 

e 



-- - - - - - - - 

But i f  you hold  a blunt  blade t o  a minds tone  long 
enough, something spurts--a jagged edge of fire; so  

, h e l d  t o  lack o f  reason,  aimlessness,  t h e  usual ,  a l l  
massed together ,  ou t  spurted i n  one flame hatred, 
contempt. I took my mind, my being, .,the old dejected ,  
almost inanimate o b j e c t ,  and lashed it about among 

se &s and ends, s t i c k s  and straws, d e t e s t a b l e  
t l e  b i t s  of  wreckage, f lo tsam and jetsam, floatiw 
t h e  o i l y  surface. I jumped up. I s a i d ,  'Fight! 

-Fight!' I repeated. I t  is t h e  e f f o r t  and t h e  strug- 
g le ,  I t  Is t h e  warfare, it is t h e  s h a t t e r i n g  
and p i e c i q  together-this  is  t h e  
o r  -TTXry ,  t h e  a b s o r b i n g  p=~it. 

Like Car ly le ' s  "Everlast ing Nay" Bernard's e x i s t e n t i a l  r e f u s a l  
- 

t o  submit t o  tnis rnean&EXSn~-zaerSes t h e  downward movement and 

t h e  world begins t o  reorganize i t s e l f  i n t o  order ,  and h i s  s k i l l  as a n  

arti-st with words becomes meaningful again; "The t r e e s ,  s c a t t e r e d ;  , 

put on order ;  t h e  t h i c k  green of t h e  leaves  thinned i t s e l f  t o  a dancing 

l i g h t .  I ne t t ed  them under with a sudden phrase. I r e t r i e v e d  them from 

f o ~ e s s n e s s  with wordsn (p. 232). 

This time, i n  o rder  t o  r e t a i n  t h e  v i s ion  and a l s o  incorpora te  h i s  

var ious  selves i n t o  t h i s  new perception of order ,  Bernard seeks  out  

Neville, h i s  o l d e s t  f r i e n d  who had been with him throughout h i s  severa l  

incarnat ions  and uho (on another  l e v e l )  a l s o  represen t s  t h a t  a spec t  of 
. .  

himself t h a t  i s  most conce-med with t h e  a e s t h e t i c s  of order. This  see,m 

t o  work f o r  a w h i l e - v a r i o u s  artists of t h e  p a s t  are brought f o r t h  and 
- .  

set  i n  perspect ive ,  " . , . w e  shared our  Pecks, our  Shakespeare's; com- 

pared each o t h e r ' s  vers ions ,  allow&-each-&her's i n s i g h t  %e set-our 

own Peck o r  Shakespeare i n  a b e t t e r  l i g h t  . . ." (pa 23!&4uf; gradual& 

Nevil le  falls away from t h i s  communion of minds as h i s  personal  needs 
* 

a s s e r t  themselves, Bernard perceives that Nevi l le  is d i s t r a c t e d ,  a n t i -  

c ipa t ing  t h e  entrance of another lover  and t h i s  v u l n e r a b i l i t y  t o  t h e  



- - - -- - - - - - 

-riesPbf personal  r e l a t i o n s h i p s  reminds Bernard of h i s  own longing 

f o r - P e r c i v a l t  t h e  impersonal v i s ion  of i n t e l l e c t  and o r d e r  is once aga in  .,- 
/ 

i 

/' 
A 

shat tered .  
/ 

1 , 4 
The gathering f o r  t h e  next wave begins i n  t h e  gathering together,. . $  

i B 
J 

of  a l l  t h e  charac te r s  a t  Hampton Court, t h e  scene which ended t h e  fir& 
1 
4 

i 
s e c t i o n  o f  t h e  novel. A t  first extremely self-conscious as they come i 
*gether f TOT each By -Via€- T X E i i  committed t o  a s s t e m e n t  and t h e  

o t h e r  person coming along t h e  m a d  t o  t h e  meeting-place dressed l i k e  

t h i s  o r  t h a t ,  with a s t i c k  o r  without, seemed t o  c o n t r a d i c t  it" Lp. 2381). # 
* 2 

- li 
they gradually cast a s i d e  t h e i r  personal  d i s t i n c t f i n s  and come toge the r  

t o  create--only f o r  a moment--the complete human being they "have f a i l e d  

t o  be, but a t  t h e  same time, cannot forget"  (p. 238). "The moment was i? v 
2- 

all;" Sernard dec la res ,  " the  moment was enough. And then  Nevi l le ,  J i m y ,  

Susan and I ,  a s  a wave breaks,  b u r s t  asunder, surrendered . . . t o  t h e  
.- 

next leaf, t o  t h e  p r e c i s e  bud; t o  a c h i l d  with a hoop . . . 
9xt if they once =sin resuned t h e i r  personal  

o f  t h e  moment remained with Sernard t h i s  time so  t h a t  he was not  a b l e  

(as - of o ld)  t o  immediately r e t u r n  t o  t h e  "senseless  merriments" of every- 

day l ife.  'Ahat he r e a l i z e d  i n  t h a t  moment of merging with t h e  o t h e r s  i s  
, 

t h a t  t h e  l o s s  of  personal  of t h a t  teidency t o  be d i s -  

t r a c t e d  by t h e  commonplace t h a t  ab ly  undercut whatever vis ion  of 

t r u t h  he thought he had, was a l s o  a l o s s  of i d e n t i t y  ("I do not  a l t o -  
- 

ge ther  k n o w 3 0  I am--Jinny, Susan, Neville, Rhoda o r  Louis; o r  how t o  
-- - - 

distinguish my l i f e  f r o m  &airs1' [p. 237]),  and the re fo re  a form of 

death ('%as t h i s  streaming away mixed with Susan, Jinny, Kevi l le ,  Rhoda, 

Louis ,  a s o r t  of death?" Lp. 240)); The wave (a  tidal one th i s .  time) 



had now carried him t o  such a d i s t a n c e  t h a t  he  completely l o s t  con tac t  

with t h e  world. Without personal  d e s i r e ,  without i d e n t i t y  h e  was a l s o  

without t h e  working mate r i a l  o f  t h e  artistt  "But how desc r ibe  t h e  world 

seen without a s e l f ?  There are no words. . . . How desc r ibe  o r  say 

anything i n  a r t i c u l a t e  words again" (p 247)? 

It % at khis paifft W B e f f t a P a  1 -s-ofF reco'f3xcting h i s  l i f e  

and b r ings  h i s  s t o r y  i n t o  t h e  present .  If i n  his previous  descents  from 

L t h e  he igh t s  of  h i  oments he had been d i s t r e s s e d  with t h e  absurd i ty  
-- 

of l i fe ,  he is now resigned, i n d i f f e r e n t :  

Let a worrran Fome, t a young man i n  evening-dress 
with a moustache sit down: is t h e r e  anything- that 
they can t e l l  me? 3 ! =I know a l l - t h a t ,  too. And 
i f  she  suddenly g e t s  up and goes, 'My clear,' I say,  
'you no longer  make m e  look after you,' The shock 
of t h e  f a l l i n g  wave which has  sounded a l l  my l i f e ,  
which woke me s o  t h a t  I s a w  t h e  gold loop on t h e  
cupboard, no longer  makes qu ive r  what I hold. (p. 251) 

I t  would seem t h a t  t h e  novel should end here. Desi re  and c u r i o s i t y  

are t h i n g s  of  t h e  past .  '%y being," Bernard says ,  " l i e s  d e e p , . t i d e l e s s ,  

i.mune, now t h a t  he is dead, t h e  man ' c a l l e d  'Bernard,' t h e  man who f l  2 , , 

kept  a book i n  h i s  pocket i n  which he made no tes  . . ." (p. 250). But, 

rrarvelously, t h e  rhythm o f  t h e  moments do not s top ,  t h e  waves continue 
- 

t o  r i s e  and fall. Suddenly Bernard, who had thought he had dohe with 

l iv ing ,  ca tches  t h e  glance of  h i s  audience and i n  t h a t - g l a n c e  s e e s  W- 

self mirrored ("TO be myself ," we recall him sayfng earlier, "I need t h e  

i l lumina t ion  of  o t h e r  people 's  eyes" Lp. 9d). Before he can prevent  

it self-auareness Segins again. X i s  body, which it seemed t h e  last wave. 

had drowned, suddenly r e e m e r g e s  as "an e l d e r l y  man, r a t h e r  heavy, grey 

a'mve t h e  ears . . . " (p. 251). Now i d e n t i t y ,  pe r sona l i ty ,  'starts t o  



2 

- - -- - -- - - 

form again: "Eonever beat  and done with it a l l  I am, I must haul  myself 

up, and f i n d  t h e  p a r t i c u l a r  coat  t h a t  belongs t o  me.  . . . I, I, I ,  t i r e d  
4 

as  I a m ,  spent  as I am . . ." (p. 255). With pe r sona l i ty  and self- 

awareness t h e  world ( d i s t r a c t i o n s ,  vani ty ,  envy, d e s i r e )  returns a "Once 

more, I who had thought myself immune, who had s a i d ,  'Now I a m  r i d  o f  a l l  

t h a t , "  f i n d  t h a t  t h e  wave has  tumbled me over, head over hee l s ,  s c a t t e r i n g  
- - - A - - - - - - - - -- 

-my possessions, leaving m e  t o  c o l l e c t ,  t o  assemble, t o  heap together ,  

summon my fo rces ,  r i s e  and confront  t h e  enemy" (p. 252). As t h i s  aware- 

ness  czf an audience recal him ts the h e l t e r - s k e l t e r  of t h e  world, so @ 
it a l s o  r e v i v e g a e  o ld  desire of t h e  art ist  t o  f i n d  a phrase t o  uni fy  

- - 

these  complexitiesc "underyour  gaze with t h a t  compulsion on me I 

begin t o  perceive t h i s ,  t h a t ,  and t h e  other.  The clock t i c k s ; - - t h e  wo- 

man sneezes; t h e  wai ter  comes--there is a toge the r ,  running 

i n t o  one, a c c e l e r a t i o n  and un i f i ca t ion"  (pa 253). 
b 

And now Woolf completes t h e  cycle ,  f o r  t h e  new wave t h a t  begins t o  

form t a k e s  u s  back t o  t h e  opening passage of t h e  book as Bernard per- 

ce ives  "a genera l  awakeningn: "The stars draw back and are extinguished, 

The b a r s  deepen themselves between t h e  waves. The f i l m  of m i s t  th ickens  

on t h e  f i e l d s ,  A m e s s  ga thers  on t h e  roses ,  even on t h e  pale rose + 

-% 

t h a t  ,hangs by t h e  bedroom window. A b i r d  chirps. Cottagers l i g h t  t h e i r /  

e a r l y  candles. Yes, t h i s  is t h e  eternal renewal, t h e  incessant  rise '- 
and f a l l  and f a l l  and r i s e  again" (p. 255). What is -- more, - - t h e  renewal 

- - 

t h a t  t a k e s  p lace  i n  t h e  universe is in te rna l i zed  i n  Bernard, A s  Bernard 
- - - 

f e e l s  "something r i s i n g  beneath [him] l i k e  a proud horse whose r i d e r  

first spurs  and then &lls back," 256), w e  recall f r o m  a n  e a r l i e r  

passage t h e  c e n t r a l  image of t h e  novel,  t h e  f i n  on a waste of  water: 





rmdsai.blp*). P t  dma not mttaz-t the mRelnt8 rh.n we emm to gaz- 

i r r  in "tha effort* to contimully serk # e - W t h  that F e  am3 art drt. 

of Life. 133 



_always remains t he ,poss ib i l i t y  t h a t  t h e  individual 
perception aray i n  fact be -rely private and unique 
and t h a t  a n  external angdogus nay either non- 
exis ten t  o r  beyond huwan discovery 3 

It is thir i w p - t h e  p o r s l b l l i ~  that t h e  pattern perceived I n  the 

visionary moment may, i n  f a c t ,  be i l lusion--that  suppl ies  t he  impetus 

f o r  Voolfbs search f o r  an objective,  external  confirmation of t h a t  
-. 

r e a l l y  something subs tan t ia l  i n  t h a t '  pregnant moment of profound sus- 

pense &fore t h e  s t r i k i n g  of  t he  clo& o r  whether i tAis  merely "her 
- -- - - - 

hea@ affected by influenza." Conseq Pe te r  
.re - 

Walsh's external  perspective t o  a c t  
*_  

in terplay between Pe te r ' s  objective perspective and C l a r i s s a ' s  p e r s o q l  'Z 

vis ion t h a t  Clarissa's f i n a l  moment is given reality. 

But in sp i t e  of Peter ' s  function as t h e  r e f l e c t o r  of Clariasa 's  

inner  vision,  Woolf's cen te r  of i n t e r e s t  i n  &, Dalloway remains 

pwly with Clariasa. However, *hen the  r e f l e c t o r  i a  a l s o  & artist, 

as n To The Lighthouse and The Waves, the  center  of h i t e r e s t  is trans- \ -- 
ferret3 t o  the  ref lector .  It is, afterall, t h e  outside perceiver who 

must do a l l  t h e  work: par t ic ipa t ing  i n  the  inner  vis ion to rea l i ze  

its content and then transforming that subjective vis ion t o  a public,  

objective form. What 's  wore ,  it is s ign i f ican t  that Woolf chose an  

a r t i s t  f o r  her  secondary re f lec tor ,  f o r  t h e  process of drawing t h e  
- -- - -- - - -- - - - - - - - - - -- 

inner  vis ion i n t o  objsct ive r e a U t y  is, essen t ia l ly ,  t he  c rea t ive  process. 

L2Iy EriscoKarwi Xizm~~fl BT8 nOt ONYreflefiorsiiXIiiey are als-nsformers 

and as such they are no longer secondary. By giving he r  r e f l ec to r s ,  Li ly  

Briscoe and ~ e r & r d ,  t he  addi t ional  r o l e  of artist, Woolf reveals  her  in- 

creasing fascinat ion with the  creat ive process. If (as many c r i t i c s  maintain 



stwndax!y reflector's role seslaa to lead Wolf %o a gn,wing awaremas 

pri~ab vision snd the o w  rrhb l3mge if ink the p-etfo f--cfF&~% - 

anbbiogmphleal nov.1 by attempting & recozxl, mbjeetively and objectively, 

all of the mmifications of that aqerimce. The vehiole for 

explomtioa is B m  dm, like Uwlf, is both cantral c a n r o i o \ 1 ~ m ~  md 
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Footnotes, continued 

%can S u i g e t ,  Vi rg in ia  -- Woolf and Her Works, t raps .  Jean Stewart - 
( ~ e u  Yo Harcourt,  Brace, Jovanovich, 1m) , p. 201. "Aelen [is] 
c h i e f l y  an dbserver and a t  t h e  same time a kind of answering witness h o s e  
wisdom, p a r t l y  detached, now se rves  as a mirror i n  which t h e  consciousness 
of o t h e r s  is r e f l e c t e d  and now presen t s  a d e f i n i t e  image with which they 
are con+psted. " 

f o r  Jane Austen found its value  i n  a century be fore  James was t o  re- 
fer t o  it d i r e c t l y  i n  h i s  prefaces  and notebooks. The problem i n  Emma 
was t o  e s t a b l i s h  our  sympathy with Emma a t  t h e  same time t h a t  we,are a l s o  
t o  be aware of h e r  faults. The first h a l f  of  t h i s  problem is solved by 
r e v e l i n g  most of t h e  s t o r y  through Emma's eyes, thereby assur ing  t h a t  
w t r a v e l  with h e r  r a t h e r  than a g a l n s t  her. The second p a r t  of t h e  
problem is given to Knightly who, as a "chief correc t ive"  ( ~ o o t h ' s  term) 
provides a perspect ive  through which w e  can judge E m ' s  faults as well 
as h e r  good points .  However, as t h e  technique is used by J axs  and 
p a r t i c u l a r l y  W z ~ l f ,  t h e  re2ec to r  Is not  so  much a "con*.ective' but rathe? 
provides t h e  source of another  po in t  o f  view. 

22 For t h e  sake of simplicity,  I w i l l  adopt, from t h e s e  var ious  
terms, t h e  l a b e l  "secondary r e f l e c t o r "  and use it throughout t h e  

' 

discussion.  

23 Leon Edel, pp. 70-71. 

24 S i n c e p o o l f  found fault with t h e  medium of film f o r  its i n a b i l i t y  
t o  move i n s i d e - a  charac te r ' s  mind ("We have been l e t t i n g  ourse lves  bask i n  
appearances. $e have sat recep t ive  and watched, with o u r  eyes r a t h e r  than 
onr  minds as w e  do a t  t h e  cinema what passes on t h e  screen i n  f r o n t  of 
us, . . . Fow they dressed, what they a t e ,  t h e  s lang they used--we know 
all t h a t ;  but  not  uhat they are. . . . [ " ~ i f e  and t h e  Xovelist",  Col lec ted  
Essays, Vol. 11, pp. 133-34)) , so an observer-narrator  such as Ishemood's  
p a ~ s i v e ~ n a r r a t o r  who l i k e n s  himself t o  a camera would have t h e  same 
l imi ta t ions .  

25 S. P. Rosenbawn. "The Philosophical  Realism of Virginia  Woolf" 
i n  3nqlis.h Li t e m t u r e  and B r i t i s h  Philosophy, -ect,-SrP.-'Rosenbmr @himgo 8 

Universi ty of Chicago Press ,  1971), p. 327. 
- 

26 Quoted i n  Charles G. Hoffman, "Fmm Short  S t o r y  to Novelr The 
l 'anuscript Revisions of Virginia  Woolf's Krs. Dalloway," Kodern F i c t i o n  - 
Studies ,  14 (summer 1968), p. 174. 

27 Jean Guiget,  2. 141. 
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28 Virginia  Uoolf, A Writer's D i a q ,  ed. Leonard ~ o b l f  ( ~ e u  York r 
Earcourt ,  Srace  & Co., 1934]=nces t o  "sentimental i ty" appear on 
pp. 98, 100, 106. 

29 - A Writer 's  Diary, p. 79. 

I n  Em.. Dallouay, Peter  Walsh, f o r  example, is p a r t i c u l a r l y  - 
c r i t i c a l  of sakimeata l  lapses-in ClarFssa. See Chapkc I Serl3uzt-  
discussion of  t h i s  element. 

31 Jean' Alexander, - The Venture of  Form i n  t h e  Novels of  ~ i r g i n i a  
iioolf ( p o r t  Washington: Kennikat ~resE m ) T p . T  - - 

1 3 2  Jean Guiget, pa  99. 

33 Jean r u i g e t ,  p. 98. 

Virginia  Woolf, - A Writer's ~ i a b ,  p. 32. 

35 Quentin E e l l ,  V i w n i a  woolft A Biog-raphl, Vol. I1 ( ~ e u  Yorkl 
Yarcourt , Brace, Jovanovich , 1 9 7 G .  Ti. 

3 ' Quentin B e l l ,  Yol. I p 28. 
. , 

n ' ~ m m  an unpublished part of Woolf's diary, 16 May, 1927. Quoted 
i n  3e l1 ,  p. 28, Vol. 11. 

Virginia  ~ o o l f ,  "HOW ~t strikes a Contemporaryt1. i n  Collected 
&says, Vol. 11, p. 159. 

Jeremy ~awthorn,-*&giniaL Woolf's Mrs. Dalloua : A Study i n  
- 7-+2.- - 

Alienat ion  ussex sex: s u s s e x  Universi ty Press ,  1975 , pa 

40 Quoted i n  Earvena Richter ,  Virginia  Woolf, The Inward voy&e -- 
(princeton t Princeton LbiversLty Press, 1 9 7 0 ,  p, i-i3. 

41 Erich Auerbach, "The B r o w n  Stock&" i n  Mimesis, t r ans .  Willard 
R e  Trask (princeton:  Princeton Universi ty Press ,  mp.- 536. 

42 Virginia  Woolf, "Notes on an  Elizabethan Play" i n  Collected 
3ssays,  Vol* I,  p. 55. 

B 



* Virginia  Woolf, The Question of  Things Ha - (ppening, Letters 
nia  Woolf, 1912-1922, ed, ~ i ~ e r ~ i c o l s o n  London8 Hogarth Press ,  

L e t t e r  t o  Jane t  Case, 19 November 1919.) 

45 Virginia ~ o b l f ,  Night - and ( ~ i d d l e s e m  Penguin, 1969) p. 393. 

46 I n  t h e  P r e f m e  td  t h e  second e d i t i o n  o f  h i s  book on Virginia  
Woolf (Sew Direct ions ,  1963) David Daiches remarks t h a t  i f  he  were t o  
write another  work on Woolf he  would begin with a "ca re fu l  a n a l y s i s  of 
Mrs. Dallowax which I now see  as t h e  most cent& and i n  a sense  t h e  most - 
f u l f i l l e d  of a l l  h e r  nbvels, and then proceed t o  use t h e  i d e a s  developed 
i n  t h a t  a n a l y s i s  i n  d iscuss ing h e r  approach t o  f i c t i o n  and h e r  o t h e r  
works. " 

Chapter I - - Ers.  Dalloway 

Bernard Blackstone, Virginia - ~ o o l f  wo on don : '~ongmans, creek & 
CO.,  1962), p. 10. 

A. D. ' iioody, "Mrs. Dalloway as Comedy," from Chap. 2 of  Virginia  
Yoolf (London: Ol ive r  & Boyd, 1963), rp t .  i n  C r i t i c s  on V i r  i n i a  Woolf, - 
ed. Jacqueline E. E. Latham (London: George Allen & Un~n'*i n. 

Francis  Gi l l en ,  "'I Am This ,  I Am Thata;  s h i f t i n g  Distance and 
kvement  i n  - K r s .  Dallowayl," S tud ies  i n  t h e  Novel, No. 4, pp. 484-4543. --- 

4 
I n  h i s  a r t i c l e  " In te rp re t ing  t h e  ?ariorumW ( c r i t i c a l  inquiry ' 

Spring 1976, p. 467), Stanley E. ~ i s h '  argues t h a t  c r i t i c a l  controversy 
over t h e  i n t e r p r e t a t i o n  of  a text ne& not be solved one way o r  t h e  o the r ,  
but t h a t  t h e  t e x t  might be meant t o  hold a l l  p o s s i b i l i t i e s :  "i3ut what 
if t h a t  controversy is itself  reganted a s  evidence, not  of  a n  ambiguity 
t h a t  nus t  be removed, but  of  a n  ambiguity t h a t  r eaders  have always 
eqer ienced?"  

p ;orr is  Phi l ipson,  "Firs. Dalloway, 'What's thee5ense  of  Your 
- - 

Par t ies?*" ,  C r i t i c a l  i n q u i q ,  Septerx3eZ 1973, p. 145. * 

V i r a n i a  h'qolf, - F '  D a l l o u q  ( ~ i d d x e s e x :  Penguin Books, 1964), 
p. 15. A l l  s u b s e q u e ~ t  quota t ions  fr~z t h i s  novel w i l l  be f r o n  t h i s  ed i t ion .  
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Footnotes, continued 

Even Septimus feels t h e  need t o  v a l i d a t e  h i s  v i s i o n s  a g a i n s t  
ob jec t ive  r e a l i t y  ("one must be s c i e n t i f i c ,  above a l l  s c i e n t i f i c " ) ,  and 
so  Dr .  Holmes t e l l s  him t o  g e t  ou t s ide  of himself,  t o  relate more t o  
t h e  o u t e r  world. I r o n i c a l l y ,  though, it is t h e  ou t s ide  world t h a t  
des t roys  him, t h a t  l a b e l s  h i s  v i s ions  "insane". Consequently he  must 
remain within h i n s e l f ,   way f r o m  people--they must g e t  away f r o m  . 
people" Lp. 293). 

Morris Phi l ipson,  p. 128. 

-ppppp - '? Another yoss ib le  uay t o  see t h i s  r e l a t i o n s h i p  is i n  Jungisn 
terms of t h e  "aninus" and "anima". P e t e r  then, becomes t h e  animus, o r  
masculine a s p e c t  of C la r i s sa ' s  c o n s c i o u s ~ e s s  while h e r  presence i n  
P e t e r ' s  thoughts suggests  h i s  feminine anima. . 

It  i s  d i f f i c u l t  not t o  perceive t h e  presence of  sou? grapes i n  
' both of  t h e i r  a cks--a part- of P e t e r ,  no doubt, envies t h e  s e c u r i t y  

.and c o n f o d  of 8? arissa's pog i t ion  and ~ l a r i s s a  is obviously jealous of 
P e t e r ' s  a b i l i t y  t o  continue t o  love  and be,loved. While t h i s  does& 
necessa r i ly  i n v a l i d a t e  t h e i r  c r i t i c i s m s ,  it does h igh l igh t  another  
aspect  of t h e i r  like-mindedness. 

4 4 
11 Virginia Woolf, "The Kark on t h e  Wall," A Raunted House - 

(13ddlesex: Penguin Books, 19-73) ; ppe a-47'. I 

l2 David N i c h e s ,  Virginia  Woolf ( ~ e v  Yorkr New Direct ions ,  l942), 
p. 60. , 

Chapter I1 4- 2 Lighthouse 

Virginia  Uoolf ,- -- To The Lighthouse ( ~ e u  York r Harcourt , Brace b; 
World, l927),  p. 267. A l l  subsequent quo&tions from t h i s  novel w i l l  be 
from t h i s  ed i t ion .  

Virginia  Uoolf, A Writer 's  Diary, p. 135. 

A Y r i t e r ' s  Diary, F. 75. - 



Footnotes, continued . 

6 Ruby Cohen, " A r t  i n  To The Lighthouse," Modern F ic t ion  Studies,  
I- 

88 Summer 1962, p. 127. 

Samuel Taylor  oler rid&, B i o m h i a  L i t e r a r i a ,  Chapter XI11 i n  
English  oma antic Writers, ed. Wvid Perkins ( ~ e w  York: Harcourt, Bcace & 
World, 1'- 452. Ye w i l l  have more t o  say on t h e  s ignif icance of 
Coleridgean thought i n  -- To The Lighthouse later i n  t h i s  section. .. 

U A Writer 's  Diary, p. 80. - 
For examplei Norman Friedman, "The Waters of ~ n n i h i f i a t i o n "  

E x  (1955)s PP. 61-79. - b 

V i r g i n i a  Uoolf, "The Namu Bridge of A r t "  i n  Collected Essays 
Vol. 11, p. 222. 

" Nancy Toppings Bazin, "Virginia Woolf's Quest f o r '  ~qui'libriurn" 
Koden? Language quar te r ly  328 303-319, S e ~ t .  1971, p. 314. 

One aspect  of t h i s  l o s s  o f  s e l f  seems ;o come from the  adthor ' s  
i den t i f i c a t i on  with t h e  work of a r t .  Indeed, Woolf vade t h i s  Zdentif ica- 
t i o n  when, as Be l l  notes,  "she feared t h a t  h e r  a r t  and there fore  her  s e l f  
was a kind of sham, an i d i o t ' s  dream of no value t o  anyone'" (~01 .11 ,  p. 28). 

14 Samuel Taylor Coleridge, "On Poesy o r  A r t "  in-English Romantic 
Writers, p. 494. . 

- 

l5 See footnote $4, Chapter I ,  . Dalloway. - 
16 Norman Friedrzan, "The Waters of Annihil iat ion" p. 61. 

l8 Virginia Uoolf, A ---- Room of One's Om ( ~ i d d l e s e x r  -- -- Penguin. 194-5) 
p* 97- 
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Footnotes, continued 

This  is not  t h e  first (nor  w i l l  it be t h e  last) occasion t h a t  
we've found Coleridge's a e s t h e t i c s  use fu l  i n  i n t e ~ r e t i n g  t h e  novel. 
Indeed, our  tendency t o  recall Coleridge as w e  examine t h e  novel may not 
be e n t i r e l y  un in ten t iona l  on t h e  author ' s  part.. That Woolf was familiar 
with Coleridge's a e s t h e t i c  t h e o r i e s  we, of  course, know, bu t  even &re 
suggest ive t h a t  Woolf had Coleridge i n  mind when she  was wr i t ing  t h i s  
novel is t h e  remarkable resemblance between Carmichael and Coleridge. 
k t  is there Mte 8ZkttSiorrta an unhappy -ge-trr r;armichael's 
p a s t  and t h e  h i n t  of  an 'opium add ic t ion  i n  h i s  e l d e r  years, but he  is 

- -scribed as a poet  who "should have been a good philosopher" (p. 19). 

20 Ralph Freedman, 
Andre Side ,  and Virginia  
*mj , 7 1  9737 

- 
iz 

M 

21 Coleridge, Vechanic  and Organic Form" i n  English Romantic 
Writers, p. 500. \ 

- \ 22 Roger Fry,  quoted i n s  J. K. Johnstone, The Bloornsbury Grou. 
( ~ e w  York; Noonday Press ,  1963)' p. 50. * 

23 Colefidge, "Cn Poesy o r  A r t , "  p. 46. 

. Chapter 111 - The Waves 

1 Virginia 'doolf, Writer 's  D i a q ,  p. 100. 

5 

i loolf,  A Writer's D i a r y ,  pp. 155-156. - 

Yoolf, Writer 's  D i a q ,  p. 169. 
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Footnotes, continued 

AWD, p. 172. 

' O A W D ,  p. 1%. 

l3 AWD, p. 142. 

14 e *. 
- 

J. W. Graham, V o i n t  of  V i e w  i n  The Wavest Some Serv ices  of . the -- - > 
Stylef1  i n  Virginia Woolfs A Collec t ion of  Criticism, ed. Thomas S.W. Lewis . 
(pew York r NcGrav ~-19?5)= - 

I' Virginia  Woolf, "The Man a t  t h e  Gate" i n  Collected Essays 
Vol. 111, p. 220. 

Virginia  Woolf, The Waves (p!iddlesexr Penguin, 1964). p. 205.' 
A 1 1  subsequent quota t ions  fmm t h i s  novel all be fmm t h i s  edi t ion .  

3 0 
" Josephine O'Brien Schaefer ,  The Three-Fold Nature of  Rea l i ty  i n  - - e 

t h e  l o v e l s  of Virginia  Uoolf ( ~ o n d o n r  Eoutonx& Co., 1965); 159. - - - 
Virgin3a Sioolf, The Yavest The Two Kolograph b f t s ,  ed, and , - -- - 

t r ansc r ibed ,  J. W. Graham m r o n t o  r Universi ty of Toronto Press ,  1976), 
P. 17, (vol.  I, p. + 33 of  holograoh). A l l  subsequent quo ta t ions  f r o m  
holograph drafts w i l l  be from t h i s  edi t ion .  

- 21 B o t e d  i n :  ~ i l e e n  P ippe t t ,  ----- The Koth and Star ( ~ o s t o n ~ i t t l e ,  
zrown, 19551, p. 225. 

- - - 

22 Virginia  Yoolf, "An EsZay i n  c r i t i c i s m , "  Collected Essays Vol. 11, 
?. 257. 

3 
'A nm, p. i:~. 
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i 

25 Virginia Woolf, The Waves* Holograph D r a f t s ,  p. 14 ( ~ o l  I, p. 27 
of d r a f t ) .  

--. 
F . 

29 AWD, p. 140,, 

31 In  h i s  & i c l e  "The Subjective Character of C r i t i c a l  In terpreta-  
t ion,"  ( co l l ege  EhglLsh, Vol. 36, No. 7, p. 743) David Bleich,  arguing 
f o r  t h e  reader's subject ive  i n t e lp r e t a t i on  of t$e text, po in t s  ou t - t ha t  

. "the observer is  always a part of what i s  being observed." 

32 Igor  Webb, "'l'hings i n  Themselves' r Virginia Woolf's The Waves" -- 
i n  Modern F ic t ion  Studies ,  Vol. 17 ( ~ i n t e r ,  1971-72) p. 571. 

- - - 
- 

- - 

- - - ---- -- 
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