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ABSTRACT -

In her‘novelé, and *n her. critical st#temenék, Virginia'.
Woolf shﬁws, for a”Wtitér; an unusuéi interest in‘ﬁpme aspects -
of.thewfainted work of -art, pérticularlykthe.wérE of the Post-
Impreésibnist-art;sts.< Shé is keenly interested in fogm, |
cologr, unity andﬁorder. Indéea, her interestVin'thése.
éubjeéts is s;ch thét,it éuggests'that_ahe is.someﬁhat influénced
‘by the sister art. In this study wé’giamine twO'ofkheg novels,

Mrs. Dslleway, and To_the Lighthouse in the light of this

ﬂiscovery in an attem?t to determine whetPer a writer can be
pfofigably.guided Py thé stiﬁulations.bf a paintér.

In the course of éhe thesis w% examine the critical
statements of Roger F:y‘apd”thefeffect which his 1910 Pos t-
Impreésipnist‘exhibitiogkngd'qﬁ\§loomsbury and cénsequently
'.Virginig Woolf. As wéli, we"exahine the theoriés of Cézamne,
Van Cﬁgh and éapgﬁin as thrée;éxcelf%nt,examples of the artisté
of the Post—ImpressioniSt.pgfiod. | .

A édmparison of-the'beliefs of Virginia Woolf with those
of qéihnne,»Vap Gogh and.Gaugdiﬁ, while hear;ﬁg in‘uundiFry{§
1nﬁérpfetatibn‘df th;_ptinciples,of thesge paiptefé,’lea&s us
naturally to ihé assuﬁﬁﬁion :hatvvifginigbWodlfvvasfsttongly
influencéd'by the Poét—ImpreaBiouisté. It ieadg-alao to the
conc}uéid#‘ﬁhat much of'thefinfluéﬁce was_received by way of

.

iv



Roger Fry, and this partly through his Post-Impressionist
_ exhibitions and partly through the friendly discuéaiona'on art

which were often initiated by him in the Bloomsbury circle.
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INTRODUCTION B

Can a writer of prose fiction borrow pro-
foundly from another art form? Can he

5 utilize in language 'the techniques of a
painter, techniques developed and expreused
in paint? '

The above quotatjpon, taken from Emily Stripes Watts'
' /

’

Ernest Hémingwaz and the Arts, phrases succinctly th?‘question
which forms the basis of this study. Could the painting of the
Post-impressionist artists have had eny influence on the fictiem ~
of Vi ginia Woolf? Certainly Roger Fry, who figures prominently .
in this study, seems to think that the answer to Emily Stripes
Watts' question is in the affirmative. Although he is mainly
interested in the égt of painting, he doeé from time to time
make ‘enlightening remarks concerning literature. In her
biography of Roger Fry, Virginia Woolf tells us that Fry believed
that ‘ S 3 ¥

Literature was suffering frcm a plethora of old

cloths., Cédzsnne and Picasso had shown the way;

writers shouid fling representation to the winds

and follow suit. But he nevex found time to

work out his theory of the iﬁf%uence of Post-

Impressionism upon literature.® '
This remark zuggests that Roger Fry not only felt that art could
1nf1uénce'literature but that it should.

Although Virginia Woolf never spesks about the influence of

art upon her own work, she makes several statements about its

1
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influenc: on other writers who interaest h.r&

Probably some profassor has written a book
on the subject. . . . "The loves of the Arta"
--that is more or lees the title it would bear,
and it would be concerned with the flirtations
between mugic, lettears, sculpture, and archi-
tecture, and the effects that the arts have had
upon ea:h otter throughout the ages. . . . It
would seem that literature has always been the
nost scciable and the most impressionable of
them all; that sculpture influenced Greek
literature, music Elizabethan, architecture
the English of the eighteenth century, and now
undoubtedly we are under the dominion of
painting.3
Virginia Woolf claims too that .
Were all modern paintings to be destroyed, a
critic of ti.e twenty-fifth century wouid be
able to deduce from the works of Proust alone
the existence of Matisse, Cézanne, Derain, and
Picasso; he would be able to say with those
books before him that nainters of the righest
originality and power must be covering carivas
after canvas, squeezing tube after tube, in
the room next door.

Because Virginia Woolf mentions repeatédly‘the relationship
between painting and literature, and so oBviously considers it
to be the -art whic% most influenced the literature of her
contemporaries, it seems fitt}ng that we should consider the
question of the in%luen§e of art on her own work. An attempt
? will‘be made td establish as nearly as pbssible the felationsﬁip
between two of Virginia Woolf's eight novels and Post-

. Irpressionist painting. Of particular interest will be‘CéEanne,
often said to be the father of.Po;t-Iggressionism and modern
painting, and of whom Virginia Woolf says:

Cézanne, for example ——no painter is more

provccative of the literary sense, because

his pictures are so audaciously and pro-
vocatively content to be paint that the
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very pigment . .' . seems to challenge us, §o
press soms nerve, to stimulate, to excite.

One chapter of this study will be devoted to the effect of
Péut-lﬂprc;lionion on Bloomsbury. Another will be devoted to
Roger ¥ry and hips views on sesthetics and significant form,
bi:cause in the first place, Rog;r Fry is the great figure behind
the Pooé—ltprcloionint oah;bition held in England in 1910. This
exhibition shocked British laymerr, artiste and art critice alike
and ;nflunnced')oung writers and painters of the period. 1In the
second place, his views on aesthetics and significant form are
important when seen in the light of Virginia Woolf's experiments
 in form. Chapter III d;lls with the theories of Cd&aﬁne;ﬁ;;ﬁ
Gogh and Gauguin, thfe; prominent Post-Impressionists. Chapter '
IV disecusseg the novels and tries to discover to what e#tent Fry
and these three Post-Impressionists 1nf1uencad Virginia Woolf.

Referring to the inflﬁgnce which painting had on Proust's
work, Virginia Woolf says:

It is extremely difficult to put one's finger

on the precise spot where paint makes 1taglf

felt in the York of so complete a writer.
Undoubtedly the same applies in the case of her own work. It
will be difficult to ‘determine the exact nature of the
1nf1uhnce5 particularly becﬁuae tﬁe medium of the wri;er differs

sc greatly from that of the painter.

The two novels which are to be discussed in this atudy are

Mrs. Dalloway, (1925) and To_the Lighthouse, (1927). Virginia

Woolf wrote six other novels: The Voyage Out (1915); Night and
Day (1919); J;cob'sxkoon (1923); The Waves (1931%; The Years

%



(1937); and Betwsen the'Acts (1941). These will not be included
in this u:(sdy. The decision to study Mys. Dallowey and IR_.Shl

Lighthouss was mada bacause thess two novels were written at the

time when Virgin{a Woolf and Roger Pry worked -ooAc closely
togatheg. Therafors, it was felt that thess two novels, would,
if lay". bu; ovuhuco‘ of the influence of Fxy and the Post-
Impressionists on VirginAu‘woolt'o work. Much of har critical
writings will be studied in this thesis since thay play as

important a part in har development as do her novels. p)
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" NOTES
1 Tmily Stripes Waﬁts,.‘"introduétion", Ernést Hemiggway{and
_the Arts, p. xiii.
-2 Virginia Wpol‘f , Roger Fry, p..172.
. : : R . .
: 3 Virginia Woolf, “"Pictures!,- The Mpxﬂent and Other Essays,
- Pe 140'..‘ |
N l: Virginia Wo:ovlfj, "Pi’ctui"es"", The Moment and ioghe'r' Essays,
Cpe 1400, e '
% - »S'Virg‘inia"Wopvlf, "Piqttiré.s",‘ “The Moment and Other Essays,
p. 142. . ‘
B 6 _Virginia.b Wvoolf_," M"pictures", The ’Momentim'l" Other {Essaya‘,
. p. 140. BRI |



CHAPTER I A .

THE EFFECT OF POST-IMPRESSIONISM ON BLOOMSBURY

The period in painting which we now know as Post-
eImpressionism started in Paris with such painters &s Cezanne, Van
Gogh and Gauguin.. It was not an organized movement, but merely
the reactiOn of'individual artists to the theories and attitudes
of such Impressionists as Monet Renoir, Pissaro, Degaa, and
.Rodin.' Although the theories of the so-called Post-:
Impressionists often resemble each other, there was 1itt1e
attempt on the part of these artists to arrive at-a consenaus
- against the Impréssionists. On the contrary, Cézamme did not
appear to find any similarities between nis”vork’and'thatﬁof Van |
Gogh and Gauguin, for, at least on one occasion, he is known to
‘have spoken disparagingly of their work.

’ Cezanne, although he made no attempt to act as leader, is
‘often gaid to be the father of Post~Impreasionism. Certainly,,f/
| the British artists who were later influenced by Post- |

Impressionism —-Clive and- Vanessa Bell Virginia and Leonard
Woolf;iand Roger Fry-- felt him to. be. .The effects of this
‘movement away from Impressionism were ot felt-in.Britain_untii
some years later. As Erank Rutter tells us -

It was not until after the Post-Impressionist

exhibition at the Grafton Galleries —-1910 that
~ any considerable number of British artists were
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_ affected by the movements W ich dlready dgitated ° - -
ik , Paris.l : .

~- | ,
Yet, ironiceliy, it is the British wh. give ‘Ehe movement its
" name: |
’.Poet-Impreseionism is n‘word invenred in

1910 by Mr. Roger Fry to cover a number of

new movements --reactionery or progressive,

according to our point of view-- which

succeeded Impression:l.sm.2
Since this chapter is chiefly concerned with the effect of
Poat—Impressionism on Bloomsbury, it is perhaps necessary to |
‘present the various members of the group and explain briefly how
the ‘name was acquired. The original members of the Bloomsbury
Group were, of course, Virginia WOolf Vanessa Bell Leonard
| Woolf, Clive Bell Adrian Stephens, Duncan Grant, Saxton Sydney
Turner, Lytton Strachey and. Maynard Keynes. Later were to be
.added'Roger Fry‘, E.M. Forster and Desmond McCar-thy‘l.\ ‘Ther'e‘were
other minor'members. of the group, but ’those menti‘oned above
formed the nucleus. ' . |

: The Bloomaburf Group was not a formally organized body.

Merely, its members met socially to discuse art and aesthetics.
in .a velaxed and 'friendly manner." Certainiy ';:the meubere o.f. the
_\group .neaver referred to themselves by the name with which |
society labelled t:hem. The name was chosen for them because the
‘great majotity of the members J.ived in the Bloomsbury area and
‘ the :Lnformal gatherings were held in one or another of their
‘Bloomsbury homes. 'l‘he name has come. to hold more definite and
fixed connot:at:lons in the present time than 1:: ever did when
‘these friende met for rheir canual discussione and sharing of .

\
. ,



ideas on aesthetics.‘ More than one of its members deniled the

existence of such' a group --Clive Be11 Virginia Woolf, and

Desmond McCarthy for instance; or at least denied being a part
‘:’Z“ |

of even if it did exist.q

) Roger Fry, older than most of the,other members of
Bloomsbury, first became a part of the group in 1910. His

ideas regarding art and aesthetics‘and his zealous championship.
\
of the French Post-Impressionists greatly appealed to these

young and upcoming artists. 7His Post-Impressionist exhibition

opened in November, 1910, and shocked the British public. It is

o

important to see how deeply this shock went in order to under-
stand jest how controversial an issue it was and how revolution-
iary;'therefore,iBloomsbury was beinéiby championirng Roger Fry and
acceoting his ideas. Virginia Woolf coﬁmeﬁts .at lehgth on the
effect which this exhibition had on the public'

It is difficult in 1939 . . . to realiZe what
violent emotions those pictures excited less
than thirty years ago. . . . The public in 1910
was thrown into paroxysms of rage and laughter.
They went from Cezanne to Gauguin and from
Gauguin to Van Gogh, they went from Picasso to
Sigmac and from Derain to Friesz, and they were
" infuriated. . . . Never less than four hundred
people visited the gallery daily. And they ‘
expressed their opinions not only to the
secretary but in letters to the director him-
self. The pictures were outrageous, anarchistic
© and childish. They were an insult to:the British
public and the man who was responsible for the
insult was either a fool, an impostor, or a
knave.

Quentin-Bell has a similar description of the effect of the

1910 exhibition on the public:



[Roger Fry] took the Grafton Gallery and‘gavﬁf N
London its first real taste of the Post- ; ‘j\f
Impressionists. The effect was an explosion R
of public wrath which, although it has: often S
been described, is barely credible today, and T
one which made Fry the best-hated man. in the
London art world,

Art critics on the whole reacted no more favoursﬁry to the

pictures on display, although they were "naturally motéfmeasured

and temperate inftheit stricture"s."5 ' Virginia Woolf mettipnsi |
only one London critis, Sir Charles ﬁOlmes, whs spoke at al}\\
favouraﬁly df Fry's sxhibition. One leading critic wﬁo-w:ote

for The Times said disparagingly that Post-lmpressionism

professes to simplify, and to gain simplicity it fhrows away all
that the.long—developed skill of past artists haddacquited and
pPerpetuated. .It’begins all over again-- ahd.stops where-a child
would."6 This critic goes on to criticise the influence which
primitive art had on the Post—Impressionists "Really primitive
art is attractive because it is unconscipus; but this.is
deliberate --it iz"a rejection of all’ that civilization has done,

“thé good with the bad."’

The artists too had their say. One schsol of artists, the .
clder artists chiefly, felt that this movement was mainly
reactiosary and tfans‘itory 1n content, They refused to take
it seriousiy. Une artist, Eric Gill; wrote to.anqther, Sir
: Wiiliaﬁ Rothensteing in.a‘far from csnstfuctive manner about his
impressions of tbevexhibition:i “"Gauguin makes the biggest”splauh

n8

and Van Gogh the maddest. Aﬁothar, Mr. Picketts,:suﬁpected

that the Post—Impressionist artists whose. work was on displsy,



were to some egree insane. One art lover, Wilfred Blunt, in

’ his diary refervred to the pictures on display as: '"works of

idleness and impotent stupidity, a pormographic show."g.

In his article "Retrospect' Roger Fry speaks of the

startling reaction to the art displayed at the Grafton Gallery

in 1910:

'I tried in vain to explain what appeared to me
so clear, that e modern movement was
essentially a return to the ideas of formal
design which had en almost lost sight of in
the fervid pursuit‘\of naturalistic representa-~
tion. I found that\the cultured public .

now regarded me as either incredibly flippant
or, far the more chafitable explanation was .
usually adopted, slightly insane. In fact I
.found among the cultured . . . the most .
inveterate and exasperated enemies of thé new
movement. . The accusation of anarchism was
constantly made. . . . The cultured public was"
determined\;o loock upon Cézanne as an incompe-
tent bungler, and upon the whole movement as
madly revplut \Q?ary )

There was one group of individuals, however, who reacted
”,favourably\to the Post-Impressionist exhibition of 1910. These
were‘the younger ’rti§ts, many of ‘whom bernged to the ﬁloomsbury

tes, "Fry thenceforth

vgroﬁﬁ. As Sir William Rothenstetn s
became the centrel figure around whom the more advanced of the

.young English pa£nters grouped themselves:\gx Virginia WOolf

says ‘of this inflvence: "The first Post-Impressionist

y of them have testifieg,.was . . [the

new movement,|to help the young English painters to leav the

little back-

10
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the main stream, became from'this time one of Roger Fry's main
preoccupations.” qék

ger Fry_is himself aensible of his own
influence .on these young artists:

"In contrast to its effect on the cultured
public the Post-Impressionist eghibition
aroused a keen interest among a few of the
younger English artists and their(friends.
With them I began to discuss the problems
of aesthetic that the contegglation of
these works forced upon us.

Quentin Bell also mentions the influence of Roger Fry on the
younger artists: -

There was a section of Bloomsbury which could .
hardly,have\pvoided-being drawn into this
turmoil. Clive Bell as a critic, Vanessa
Bell and Duncan Grant as painters, were ~
completely whole-hearted ir their acceptance
of Roger Fry's views --if not all his .
theories— . . . for the rest the business
must have been puzzling. . . . But it was
difficult when Roger Fry had a cause at
heart, for his friends pot to find them-—
selves involved in it.

. Quentin Bel;‘credits Fry with an®ven more conetrgctive.
1nf1uence} He says that "It waé through him,‘rather then

through Clive Bell, that the Group established a close rapport
with Paris, the Paris of Matisse, Derain, Picasso, Segonzac,
Appollinaire, and Vildac., It was through ‘his influence, warmly.
seconded by Clive Bell, D;:cza Grant and Vanessa‘Beli and to a
1esser extent by Lytton Str;chey, that Bloomsbury became, on the
whole, Francophile. It was certainly_under his influence that
Clive Bell wrote Art, in 1914."15

Desmoﬁdbuécarthy wrote aﬁ introduction to the 1910

‘exhibition, of which he was made secretary. In this intrcduction

174
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‘he»Said; "there is no denying that the work of the Post- L
Impressi;ﬁists 48 suffiqiently'disconcerting. It may even

appear ridiculous to thoée who do not recall the fact that a

good rocking-horse ﬁaé often m@fe of. the true horse abbut it

than an instantaneous photograph of a Derby winner."16 He

shows by this st&temgut that already he has begun to be
influenced by Roger Fry's theory of significant form and
representation.

Vanessa Bell and Duncan éraﬁ% have had really very little
to zay about the effect of Post-Impressionism on their work.
Its inflvence is obvious in their paintings, however. Tangible
proof o% the influence which Fry and Post-Impressionism had
or. the work of the YOung artists can be found-in-the scheme in
1911 to decorate the Boraugh Polytechnic with London scenes,
Such artists as Roger Fry, Duncan Grant, Frederic Etchells,
Bernard. Adeney, Albert Rutherson and Max Gill"had a hand in
these decorations. Richard Shone tells us that

These murals give an indication of the
invigorating effect of “the Grafton Galleries
exhibition. As Vanessa Bell later recalled,
young artists in England needed to be rescued:
- « « here was a sudden pointing to a
possible path, a sudden liberation and
encouragement to feel for oneself which were
absolutely overwhelming. . . . [I]t was as if
at last one might gay things one had always
~ felt instead of trying to say fhings that
~other people told one to f.el.
Fry, with Postwlmpressioniam, had therefone brought these young
artists the fteedom they craved aubconsci&tsly. By the time of

the second Poat-Impreasioniet exhibition, which opened on Sth
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bctobet, 1912, the younger English artists were completefy part
of the Pbﬁt-lmpressionist movement, as it had by now become.
Among those who had works on display at this exhibition vere’
Duncan Grant Vanessa Bell and, of course, Roger Fry -~ all
friends of Virginia Woolf. Furthermore, Vanessa Bell used her
gkill as an artist. and her newly awakened Post-Impressionist
ideas to.promoce herQiﬁterest in designing and decorating.
Shone says of her:
Vanessa's deep feéling for Matisse's work with
its insistence on the painted surface and
passion for clarity becomes more apparent in
the necessarily flat organization of space in
textile design. The release of pure colour
which decorative work . . . seemed to bring
about, supported by a similar clarification
- of form, led her quite naturally to some of
the earliest pure abstractions in modern
 British painting.18
Shone tells us further of Duncan Grant's and Vanessa Bell's
iﬁvolvement in the Post-Impressionist movement:
Neither Duncan Grant nor Vanessa Bell were eager
exhibitors. . . . Nor were they eager partici-
‘pants in groups butw.with Rcger Fry in their
midst they became much more involved in exhibit-
ing and came to know a wider circle o{ painters,
They were launched into the movement.
Repeatedly then'wé'get a picture of Roger Fry as a man who
possessed intensive drive and energy aud.who was capable of
4 instilling a similar motivation into those arbupd him. Such-a
picture makes it very easy to understand his ability to
influence the artists in his circle —writers and painters
alike-- and his ability to -arouse :héir interest in Post-
Impressionist painting. In spite of\the-unfayourable conments

-



made byfartists, critics and other members of‘the‘English
public, the Post-Impressionist Exhibition of 1910 can be con-
sidered'"a-prodigioua‘success" as Clive Bell claims:

It set all England talking about contemporary
painting and 8ant the more alert not only to
Paris but to museums and collections where they
could have a look at primitive, Oriental and
savage art.

-But the PosgpImpressionist movement touched more than just
painting, as Virginia Woolf is quick.to point out: ‘
The Post-Impressionist movement . . . was: by no
medns confined to painting. [Fryl read books by
the 1light of it too. It put him on the tract of
new ideas everywhere. . . . There it was --this
reality the thing that the artists had managed
to say, now in Frances Cornford, now in

" Wordsworth, now in Marie Claire. . . . But it
was not where it was eXpected to be. He laid
sacrilegious hands upon the classics. He.
found glaring examples in Shakespeare, in Shelley,
of the writer's vice of distorting reality, of
importing impure associations, of contaminating
the streams with adjectives and metaphors.21

Undoqbtézi?} Virginia Woolf was among the young artists who
joined in the discussions on aesthetics earlier mentioned by
Roger Fry aé oﬁe of the results of viewing the display of
Post-Impressionist paintingséin 1910. According to éirginia
Woolf, Fry at"oge time propoékd to establish a bro#dsheet in
wvhich the arts of painting writing were to be discussed

simultaneously. Such a broa gheet would take into consideration

the recently developed theories|in aesthetics as discussgd by

\
|

the Bloomsﬁury group. Because Fry was unable to finance thig
venture, regrettably, it came toﬂpothing. However, the mere
attempt suggests the kind of free, open discussion which must

have gone back and forth between the members of the Bloomsbury

~
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group abouf art and aesthetics.

fhat Virginia Woolf admired Roﬁgr Fry aﬁd was influenced byy
him, ?erhgﬁé unconsciously, becomes obvious in a number of ways.
It i;‘{ronic that, without‘linking'the-Poat—Impressionist
E;hibition to her statement, she 5§ys, "On or about Decembé; i,

1910 hﬁman character éhanged."22

-
AN

sweeping and generaliié?“ atement, as Virgin{a Woolf herself

~This is, of course, a rather

admits. This is not the issue, however. >What is noteworthy is .

that she dates this supposed change in human character one month

-~

after the opening of,the Posf—Impressioniat Exhibition in
November, 1910. This suggests that the change was not
ﬁecessérily a change in human character, but rather a change in

Virginia Woolf's perception of it, influenced undoubtedly by
her contact with Post-Impressionism. Her perception was no
“doubt touched by the changing perspectives and objectives of the

Post-Impressionists. For example, Virginia Woolf sees a change

in the personality of the contemporary maid from that of the

S

'Victo;ian maid. She simply puts this change down to the afore-
mentioned change in human character: , . ,

The Victorian cook lived like a leviathan in the
lower depths, formidable, silent, obscure,
inscrutable; the Georgilan cook is a creature of
sunshine and fresh air; in and out of the draw-
- ing room, now to borrow The Daily Herald, now to
ask advice about a hat:4>

Fry too recognizes this change in the servants of the two

periods, but he connects the change with modemn, Post-

A Impréssionist art. Whereas; he says, the cook of1fo:mer dazs‘

could not understénd the work of art, the modern cook feels

15
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free to discuss contemporary art:

It was felt that one could only appreciate

Amico de Sandro when one had acquired

certain considerable mass of erudition and

given a great deal of time and attentiom,

but to admire a Matisse required only a

certain sensibility. One could feel fairly

sure that one's maid could not rival one in

the former case, but might by a mere

haphazard gift of Providence surpass one in

the second.24
The fact that both Fry and Virginia Woolf mention the apparent
change in the disposition of the maid does appear to be
coincidental but surely, this question must have been raised
at some of the informal Bloomsbury meetings mentioned
earlier.

It would perhaps be more accurate to speak of Roger Fry's
influence on Virginia Woolf's work, or for that matter on
Bloomébury, than it would be to speak of the influence of any
particular Pogt?Impressionist. an example three of the major
Post~Impressionist figures --C€zanne, Van Gogh and Gauguin--
were all dead by the time of the first Post-Impressionist:
‘Exhibition, when Virginia Woolf and many other of the young
artists fifﬁt came in touch with the new movément._ Van Gogh
died in 1890; Gauguin in 1903; and Cézanne in 1906. it is .
sufficient to say, however, that Virginia Woolf's knowledge of
the Post-Impressionists and any influence which they may have
he  on her was acquired second hand for the most part, through
I ser Fry; through his 1910 exhibition and through the many
i .scussions which the two attists night have had during their

requent meetings in Bloomsbury.
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CHAPTER- I1

'ROGER FRY AND SIGNIFICANT FORM

o' In this study of Virginia Woolf and Post—Impressionist

2

painting it is inevitable- that we devote some time to Roger Fry
o

and his theories on questions of form, aesthetics and the work

of art. . A member of the Bloomsbury group, Fry was generally

,interested in“art end artists and in*the many_illusive questions

regarding aesthetids. irginia Woolf was primarily concerned‘

~,with‘literature, Fry with painting. The two, therefore, act as

\;-.compléments of eaeh other in this study. They'forn, as it were,

the two sides of a single coin. ‘
| As well as being artists in their own right, both Virginia {"fT
WOotf and Roger 'Fry wrote articles outlining those theories |
whicﬂ they attempted to put into practice.in their own work. féédiilh
mentioned earlier, Fry s chief interest was in the viaual arts;yhll

particularly painting. Frequently, however, Virginia.wOolf'

writing might be studied with ?ry 8 various stipulations in

.mind ‘meant though they generallg are for painters.. The novels

of Virginia Woolf in some ways appear to be realisations of Fry s

: theories' theories which Fry often applied to Post-Impressionist

art and found to to be sound. Mnny of the statemente tha Pest—'*'

. Impressioniats did not. thenseives mske but they cen be found }i;f:

~;-z R S . . Cen ,n.\-
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"expressed in theit work. it 1s important to ‘remember . that
Virginia Woolf would heve seen the Post-Imptessionist paintings
under the eegis of Fry. It is necessary,'therefore, to outline - _
the manner in which Frw felt that an artist lreelized'; ln this
Achapter, therefore, we will make a close examination of Fry's .
statements regsrding~aesthetice,and the related subject, signifi-
cant form. In a 1ater‘chapter,we will attempt to apply these
‘theories to the novels to be diecussed;

Clive Bell,’also one of the Bloomsbury group, gave

',v curtenCy to the term "significant form" in his work, Art,
published in 1914. The term suited Fry's purposes and he
borrowed it.‘ This term is today more often connected with Roger

'*Fry than it 1is with Clive Bell, who invented it. About sig— ;
'nificant form Fry says
'"i*We ‘mean by significant form gsomething other than
f‘agre=able arrangements of form, harmonies,
E patterns, and the like. . We feel that a work
- “which possesses it is the outcome of an
-endeavour to express an idea rather than a
ifpleasing object 1 : :
Fry feels thar the workbof art, whether a painting, a
; novel, a ooem or a piece of sculpture, must have complete

-;; vautonomy in order for it to be a pure'york of art. Such a work,

" he’ feels, shquid exist completely within itself It should not

cdnform to the }aws of everydey 1iving, should depend on: nothing

outside itself to effect its own completeness, and above all
should be judged by nothing which 1ie8 outside of it8e1f. -Such

a work ehould Make "uo conscioue reference to anything outside

%he actual work of art."2 Its value is in itself. Time and
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place play no part in'determining its purity or its value as a
work of art. The work of art hae'intrinsic value. A work
completed today is as capable of purity‘and significant form as
a work cSmpleted hundfeds of years earlier, ggd this is so
because Tevéry work of art which o;e enjoyé with qompleté
aesthetic appreheﬁsien‘becomes for the time being the spirit's

vuniverse."

/ Fry explains how this is possible, and why the work of art

has a significant existence without ever having to resort to
. congideratiops of time and place or to anything which exists
outside itsglf. He emphasiées the vast difference that there
is betwéen actual life ana the pure ;ife from which the artiét.
draws\inspirationv~—the'iﬁaginative‘life.- Fry believes thét
- there are tﬁo kinds 95 1ifé. Thevone is everyday or,aétual

1ife, the other is imaginative 1ife which is the recall of the
’.events of actual.life. Imaginative life sexrves to intensify
.and illuminate accﬁal life. This recall occurs in our moments
of quiet, of inactivity, and at suchA:imes we live again the
incidents of'pﬁst expefignce; According to Fry there is a
fossibility.fot greater or cloéer observance in-our imaginative
- 1life, unhampered as it is by."instinctive reaction'. Man has
become adept at selecting only ﬁhose eleﬁents and dbjects of
actual life which are indispensible to his own daily life and
survival., He seee only that portion of his surroundinge which
is deemed»neéesaary for daily existence, ‘Man's "instinctive

wl

‘reaction to sensible objects" dimpair or limit his vision and ‘/'h

¥
¥



 his awareness of actual 1ife, Comsequently, in actual life man
gets only a vague and partial image of the world in which he
"lives. He gets‘a_complete picture of objects and events dnly
in hié imaginative life. Furthermore, in actual life man
concentrates all his conscious efforts on instinctive reacbtion,l
'whereas in imaginative 1life, since it is past experience, no
instinctive action is necessary. In imaginative life man is
allowed a certain detachment which increases his awareness.
Because of this detachment and freedom, in imaginative life, man
deéelops a completely different sense of-values'from those of
. actual life. Fry beligves that in imaginative life
We abstract ourselves completely and look
upon the. chinging scene as a whole. It then, at
once, takes on the visionary quality, and we
~become true spectators, not selecting what we
will see, but seeilng everything equally, and
- thereby we come to notice a number of
appcarances and relations of appearances,
whiith would have éscaped our- vision before,
owiag to that perpetual economising by selec—
tion of what impressions we will assimilate,
which in life we perform by unconscious
processes. '
It is from imaginative life that the artistic vision
emerges; froe imagihétive'life, therefore, that the work of art
_1s born. Roger Fry sees art as "the expression of imaginative

6 ‘But the work of art

life rather then a copy of actual 11fe."”
is‘no; merely a passive receétacie which is filled from
imag;ﬁative 1life; rather, if Fry is to be believed, art in its
turn éﬁimulatgs,imaginative‘life.-41t is upon these prenises
that he rests his demand for autonomf in art. Bec#ufé art is

~

set apart from actual life, it is freed from the moral

22
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;esponsibilities of actuai'life. \For ﬁhis reason the work of .
art presents "a life freed from tﬁe binding necessities of our
ac\pal_existence{ﬁ7 |

Fry refefs to the -process where, in his imaginative 1ife,

. man sees ail'thaﬁ 15 about him withous selection or censure as

pure vision --this is artistic vision. The work of art ekists

in Fry's view for no other reason than.that‘of being seen, for), .
he says, it is only Qhén something exists for no other reason
that maﬁ really looks at it.

Since the emotiohs we experience in 1magieative life are
past emotions, they are of necessity weaker than fhose of
actual life. Fry sees this in a fevoutable light. He feels
it is conducive to cleafer‘pe;ception. The emotions of actual
experience ereatoo ciose_to gé te enable us to analyse them
7 clearly. 1n imaginative life, however, we have dual perception,
we watch the emetion as,we_expefience it. Reproduced in a work
of art, therefore, it is mﬁchbmore'cleafly perceived than in i
actual life. | o

On these grounds, then, does Fry fepudiate mere.represente—'
tion‘in'art. He claims that

the full ;alue of the repreeentatioﬂal element’
almost always depends on a reference to some-
thing.ou;side the actua} work of art.® -
Johnstone makes an eXcelleet paraphrase of‘Fry'é\;iews on the
subject when he says that whenever the concerns of daily life
are brought into the work of art through representation, "ita

values are subaq}tuted for aeschetic values, and the work of art

arouses the instinqtive,Lyoral, and practical responses rather
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than éhe agéthetic émotion;"g Fry feels that preoccupations with
photographic represertation often cause the a:tist»to'pay scant
attention to form. He feels toc thaﬁ criticism which uses as 1its
criterion the likeness or lack of likemess between art and life
i invalid, since mo;t people reaiI; do not 1ook‘closely at the
ot-jects of their daily 1ife,'bdt see ciearly only in imaginative
.ife. | ‘ |
Uncontrolled, however, aé in dreams or as & result 7f drugs,.

imaéinatiée 1ife does not serve any wery useful purpose. It is

6n;y with "the teaching of experience and the grcwth'offcharacter

that imaginstive life comes to respond to other instinéts and to
satisfy other desires, umtil, indeed, it reflects the/higheet

asptrations and the deepest aversions of which human pature is

nl0

capable. Cleardy, Fry feels that in order for imaginative

life 'to reach'i§s fullest measure in art, it must be giYen form,
Unfofmed and beyond man's contrél,‘imaginative life loses same of
its attractiveness. Vériéty and”order'afe two important aspects
of art.

| For Fry; significance in art does not goihahd in hand with

usefulnéss. Pure art does not aim at being useful. Fry, like

Virginia Woolf and most of their group, féelg‘azt dhould exist

simply for ;aself and not for its usefulmness. ure art'does_not

deéliver messages, nor suggest reform. It does not urge its
audienceuﬁo act in any mamner ﬁhatsbever, excejt to experience
'ﬁbe aesthetic emotion. Fry feels that if a s#;ryteller

— reléies his‘experience formtﬁe sakefof fthe

“enjoyment of his adventure iIn retrogpect» O . . ..
if he makes up the story for the sake of the
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‘ imagined emotions, then his speech becomes
a pure work of art

The work of art must not be judged by its effect on life but
nust be seen as "an expression of emotions regarded as ends in
themselves."

Fry feols that although order and variety night well be
found in other objects which cannot be considered art, the pure
work ofqart will have one distinguishing feature. In this lies
its true significance. This significahce is what he refers to

as the 'idea' in his definition of significant form. 1In art
ithe idea or significance is

cbnsciousness of purpose,'the consciousness of

a peculiar relatiom ofésympathy with the man who
made this thing in order to arouse precisely the
sensations we experience. . . . We feel that he
has expressed something which was latent in us
all .the time, but which we never realised, that
he has revealed us to ourselves in revealing
himself.. And this recognition of purpose is, I
believe, an essential part of the aesthetic
judgement proper.

This is the significant value of art, elsewhere referred to by
Fry as purposeful order. Sensual.beauty is not a prerequisite
of a work of art, providing it has significant form.

In art unity is a major aspect of order. Unity is -
essent.ial for the "restful coutemplation of the work of art as
a whoie." Without unity we must go outside the work of art
before we can'see it in its entirety and we therefore sacrifice
the autonomy which Fry sees as essential to the work of art.\’In'

most paintings thir unity comes from balancing the various fotms

around a centrdl line, whereas in the litarary work unity is
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sequentizal rather than simultaneous. In,literéture unity
depends on the "forms being presented to us in such a sequence

that each successive element is felt to have a fundamental and
Ills. '

{

harmonious relation with that which preceded it.
In order that he may arousé our emotions and not merely
"satisfy our desire\for sensuous beauty and sensuous order.aﬁd
variety, the arﬁisgfgakes use of rhythm, mass, space, light and
- shade, colour andﬂﬁlaﬁes, which &re the emotional factors of
-desigﬂ. Fry belie. os. that through the use of these varioys
phyzical elements which age ali elements of natural form 1t is
made possible for the graphic arts to give us
firgt of ail order and variety in the sensuous
plane, and then so to-arrange the sensuous pre-
sentment. of objects that the emotional elements
arv elicited with an order and appropriateness
altogether beyond what Nature herself provides.l
It is the business of the artist to rearrange these
elements of natural form in such a manner as to awake our
éesthetic emotion which is, 'as Jchnstone explains, "an emotion
ab;ut the relations that are éeen'tq eﬁiét between objects,

persons and events in a work of art."17

This arrangemént ofA
natural eleﬁents-to achiev%\artiéigc form and order Fry cailé
transfofpations.“ 1t is nbﬁ enough tb copy nature,vthé artist
must ﬁring to his vision a certain form which.inéludes pattérn
and rhythm which is.lacking in nature. He does not turn his back
on nature. From it he must build a universe which has its own
signifiéance_and reality and which has sbout it its own éenée of

inevitability, that is, the feeling that "everything is in its

appointed place, and not a colour could be changed or an object
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disturbed."18
Repeatedly Fry stresses the idea of an art which exists for

itself and not for its usefulness. He insists that although we
may find that any object can demand from us that we see it with
the curious detachmént of everyday life, the work of art has the
added feature of oignifioant form --""that added consciousness of
purpose" which comes from the srtist and forces us to realize
that he created the work of art not for ité usefulness but
simply to be enjoyed. This, then, is Fry's idea of significant
form and. the chief element of aesthetic emotion. The test of the
work of art lies, not in itsvelements of representatioh, but
rather in the manner in which the artist expresses the emotional
elements. Fry's idea of signoficant form is well expressed by
Johnstone in the following

Creation begins with vision of g spécial and

penetrating kind., The artist pierces beneath

the trivial, obvious characteristics of his

subject, beneath the surface appearance, to

seize, perhaps, the profound, internal

plastic rhythms of a human head, or to come

to an intimate intuitive understanding of

animal life. He explains what he sees in .

forms clearly related to one another; and

this is something more than a “realistic"

account, given by the anxious delineation

' ‘of wrinkles or fur, or what the m&n or

eénimal "looks like". 19

Where egactly does Virginia Woolf stand in all this?
.In her c:itical writings she shows that she feels as Fry does on
many questioﬁs of aesthetics. Like Fry she believes that
autonomy is very important to the work of art. She believes that

the work of art should need nothing which stands outsitle itself
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to make it comple\b It exists enLirely on its own. Refgrring

to the novels of Wells, Bemnett and Galsworthy in her essay, "Mr.

a feeling of incompleteness and dissatisfaction.
In order to copplete them it seems necessary to
. do something -4to join a society, or, more
. desperately, to\write a cheque. That done, the
restlessness is laild, the book finished; it can
be put upon the shelf, and need never be read
.again. But with the work of other novelists
it 1s different. Yristram Shandv or Pride and
Prejudice is complete in itself; it 1s self-
contained; it leaves one with no desire to do
anything,. except indeed to read the book again.

20

It becomes obv16u5'from that quotation that Virginia Woolf

pelieves, like Fry, that pﬁre art\should be freed from tﬁé moral
obligatioﬁs of everyday 1ife. The purpose of the novel is "nbt '
to ureach doét cines, sing songs, or celebrate the glories of the
British Empire."21 Pure art should not aim at reform, nor should

"
it deliver messages. She too belleved in art vwhich served no
useful purpose. = The Business.qf reform i4 not the business of
the novelist, or more broédly the artist; eform has its own
place and must be taken on by someone other én-the artist, as
for instance the government, the politician. e accuses Mr.
Wells of beingla materialist who in his nbyels, N{rc: gheer
goodness of heart, [wag] taking upon his shouldarg\phe work that
ought to have been discharged by Government officialé\"zz.g
Virginia Woolf makes a statement reminiscent of ” 

Fry 8 statement regarding greater scope for obszerving in '

~lmaginative 1ife as opposed to actual 1ife. Virginia Woolf's
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,statement is limited to human character, wherzas Fry includes .
all aspects of 1life, but thelr claims are remarkably similar.
She believés that

In mfddle age and in old age the art is
practiced mostly for its uses, and friend-
.ships and other adventures and experiments
in the art of reading’'character are seldom
made, But novelists differ from the rest
of the world because they do not cease to
be interested in charaé¢ter when they have
learnt enough about it for practical
purposes. 23

Life Fry, too, Virginia Woolf believes that mere representa-
tion is not at all the business of pure art. Speaking cen-—
soriously of Mr. Bemnett's manner of writing novels, she says:

[lHe) would observe every detail with immense
care. He would noti:ce the advertisements; the
pictures of Swanage =nd Portsmouth; the way in
which the cushion bulged between the buttons;
“how Mrs. Brown.wore a broach which had cost
three~and-ten~three at Whiteworth's bazaar;
and had mended both gloves ~-indeed the thumb
of the left-hand glove had been replaced.24

Virginia Woolf deploresithis unimaginati?e attention to unimpor-
tent detail. A further example of her diclike of unnecessary
detail is found whemn, while speaking of the inspiration she
:'5 \' v

feels in the presence of Mrg. Brown, she rells of her own
inability to givé artistic form to her vision:

The incident had made a great impressionvon me,

But how was I tc transmit it to you? All I

could do was to report as accurately as I

could what was said, to describe in detail what

was worn, to say, desparingly, that all sorts

- of scenes rushed into my mind.25

Yet again she deplores this practice when she speaks of some of

the problems of contemporary novelists:
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The writer seems constrained . . . by some
powerful and unscrupulous tyrant who has
him in thrall to provide a plot, to provide
« « .+ an air of probability embalming the.
whole so impeccably that if his figures
were to come to life they would find them—
selves dressed down to the last button of
their coats in the fashion of the hour.26
~Mere representation is not enough for Virginia Woolf any
more than it is for Roger Fry. Representation is only acceptable
i’ it serves the artist's purposz of expressing '""idea", because
"Any method 1s right, every method is right, that éxpresses vhat
we wish to express, if we are writers; that brings us closer to
the novelist's intention if we are readers;"27
Without usingvthe'wofd significance, Virginia Woolf makes -
mention of just such a quality as described by Fry as essential
to thessuccessful completion of a work of art. She refers to
Athe quality by different names, at different times --"life" at
one time; "spirit" at another; and at other times “truth" and
"reality". Whatever she calls if, it is recognizable as the
quality which Fry calls the "idea" or "significance'" of art.
Speaking once more of Mr. Bennett's work, she says:
Mr. Benngtt is perhaps the worst culprit of the
three, inasmuch as he is by far the best work-
man. He can make a book s0 well constructed and
golid in its craftsmanship that it is difficult
for the most exacting critics to see through
what chink or crevice decay creep in, . . And
yet =-1if 1life should refuse to live there?28
Order is as important :to Virginia Woolf's concept of art as
i . . \ :
//a 2t is to Roger Fry's. The artist must bring order and form to

/ " the chaos before him:
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“ will be necessary for the writer of this
s i L emindag®tIB®E book to bring to bear upon his
om0 ST tunultuous and contradictory emotions the
’ generalizing and simplyfying power of a
\ strict and logical imaginatfon. Tumult is
. . vile; confusion is hateful; everything in a
i rk of art must be mastered and ordered.
« + «» Instead of ggumnzating details he
will mould blocks.

From the foregone it can be clearly seer. how cleosely in
many aspects the aesthetic beliefs of Virginia Gbolf echo those
of Roger Fry. Order, form, autonomy'in art, imﬁginative iife,v
the aesthetic emotion --on all Ehese subjects Virginia Woolf and
'Rogef Fry have similar opinions as will be seen even more clearly

'~ when the @ovels of Virginia Woolf are discussed.
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L THRLE POST—IMPRESSIONIST PAINTERS

- T
-u\--’

In his opeaing dddreSS at‘the 1912 Post-Impres51onist

. exhibition held in the GraftOn Galleries, Roger Fry cbaims that.f

R [Thé] new movement in art . .'. ‘was the more \Q;
' disconcerﬁing in that’ it was ne mere vagia- -
.~ tion upon accepted themes but implied a = - R
‘ isreconsideration of the very purpose and aim as - .
‘ we11 as the methods ¢f pictorial and plastic

a"t. It wae not surprising,.

artist produced illuaion should have - resented
.an art in whieh skill was completely o
subordinated to the direct expression of
feeling. :
 He*e Fry refers to the wark of _such artists 2s Paul Cezannﬁ
ﬁ.i:Vincent Van Gogh, and Paul Gauguin. Were we. toyreeove tht words .
pictorial‘ and "plastic", however, Fry & statement might
‘bjlegitimately be applied to" the novels of Virginia Woolf. As
vi~iJohn Hawley Roberts yoints out Virginia Woalt did "fling
: .represent“Ciun to the ﬂinds and along with it the established
;5notion of . plot."% 2 g |
” There are, of eourse; aome differences between thon
e»?;f# heories of theae three Post-Imprgesionist painters. ‘There are

bound to be such differences because. apart from all conaidera—

,tiods of personality. this was no, organized mOVeqent where the



artists discussed theorles and agreed to follow sét rules or

patterns. .. As John Rewald télls us in the Introduction to his

work, Post=Impressionism From Van. Gogh to Gauguin:®
. -
At the height of the short period covered in
the present volume the Belgian poet Emile
Verhaeren exclaimed: "There is no lénger any
single school, there are scarcely any groups,
- and those few are constantly splitting. All
these tendencies make me think of moving and . .
kaleidoscopic geometric patterns, which clash

one moment only to unite at another, which now -
fuse and then separate -+ fly apart a little
later, but which all nevertheless revolve

‘within the same circle, that of the new art."
+ « « The groups which assembled and dis-
persed with great fluidity were of no particu-
lar homogeneity, nor did they follow each other
or exist simultaneously. in clearly definable
form. Even more important is the fact that
some of the most remarkable figures of the time
did not belong to any of the larger currents but -
went  their way alomne.

‘Cé%anne, Van Gogh and Gauguin are three of theh'rgmafkable
figures' who went their way alone. This excerpt from John

Rewald's work is important because-it stresses the absence of
N . B . ‘.\‘
_any consensus on the part of the Post-Impreksionist artists,

o,

while at the same time it indicates that in'sbite«of,tgg absence
of formal.drganizatidq there.was among.the artists involved a

cleay overlap or echo of ideas. As Rewald pointé out’, the term

:iPost-Impressionisc éovers a multitude of different artists and
 art movements:

‘The term ' post-impressionidm“ is not a very
precise one, though it is certainly a very con-
venient one. In a broad sense it covers the
period from about 1886, when the impressionists
held their last and incomplete exhibition at ,
which the neo-jgpressionists’ appeared ‘for the ‘
first time, un¥l¥l some twenty years later, when ’
cubism was born.% S -

N
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Cééanne, Van Gogh, and Geuguin did not, therefore belong to any
organizéd;mdvement. Rather, eéch artist felt a need for change
froﬁ the couventioﬁal manner of painting. They .could ''see that
a new era in art [was] préparing, [}hej} sensed it coming."s
Each artist had his particuifr beliefs and preferences to
contend with. For example,“Gauguin felt much more fnclined to
paint from memory than’eitﬁer Cézanne or Van Gogh. There aré,
however, in'spite of differences, suff?cient similaritiés
between these artists to place them éecurely within the realm of
the movement now referred to as Post-Impressionism. Tﬁe state-
men:s made bf Virginia Woolf on theories of a;t'often reflect
those of these thfee.P st-ImpreSSionists, to an extent where it
, ‘ , . . o n
becones pighly*concei ble that her theories are basedvsomewhaé
on a knowledge of,theirs. Vincent Van Gogh died in 1890, Paul
Gauguin in 1903, and Paul Cdzanne in 1906 —-that is, years

< before Virgiuia_Waq}? made her literary d&but with a novel,-.

4

gﬂe Voyage Out, pubiisheélgn 19;5.4 The influence, if there is
‘influenée, is_not airect, therefore, but started éome_yearsvafterj
the deaths of ,t‘he three artists, perﬁé‘ps,witQ."s Post~
Impressionist exhibition of 1§iOf‘xThe eviaencefbf influence 15 
not very réadiiy perceived in Vi:;iniaUWoolf‘s first pﬁbiica—
t%ons, but growe as her friendship with Roger Fry grows. .Tﬁis ‘
: encourages\the sgeculation thatlany influence wﬁich the Post-
'Impregaionist artists had on Virginia‘Woolf wasg rgceived ét |
second hand, with Fry being the mediator. . It is perhaps

" impossible now to ptpﬁe whether Virginia Woolf was influenced

. ¥
- N

/
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.througa“ny or by direct contéct with the work of these three
a;fists, aﬂdvthere will be no attempt fo try. What can be
proved is éhat there are disﬁinct similarities between her
fheories and Lhose of Cé&anne, Van Gogh éﬁd Gauguin. In this
chaﬁfer we will éxplore'some éf the critical writings of these
four artists in order tb“discovgf-co what extent thoée'of ’
Virginia Woolf resemblé tﬁose of the three painters. -
\
CEZANNE N o | \
' Cezanne's theoretical statements are not formally preééhted

and have for the most part to be-deduced from his work, and ffgm .

N

rcasual remarks found in his letters. He makes no attempt to.
arrange them formally because it is his belief that \

/ _ fPainters must devote themselves] entirely to
the study of nature and try to produce
pictures which are an instruction.  Talks on
art are almost useless.

One says more and better things painting when
facing the motif than_when discussing purely
speculative theories ~-in which, as often as
‘'not, one loses oneself.7

'Thé,arti;t, Cézanne feels, must find sglvation in painting and‘
not in theorisiﬂg.» He dOeé not "wént_tq’be.right‘in tgeqry but
in nature.98 His statements.qn-a;t are fourd cﬁiefly, fhe:efore,
in brief excerpts from‘lepfers written tolhis son; ftiend;w and
fellow.;art':ists. Neveétheleqs, they>ax;e 'sufficient_, ﬁheh

combined with_a study of his work, to give a coherent picture of -

" his theory. Many of Virginia Woolf's statements ére particularly

‘reminiscent of these cursory excerpts. - ‘ A { :

~

R
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Cezanne feels thut the artist.is a speclal, rare peréon,

aince "Art only addresses itself to an excessively small number

9

of'individuéls." He believes, however, that in order to

enhance this special g{;t, there are certain precedents which
the artist must bear in mind. The first of these is the study
of character. In.one letter to his son he 'says:

I must carry on. I simply must produce after
nature. --Sketches, pictures, if I were to do
any, would be merely constructions after ba‘tura,
based on method, sensatione, and developments |
suggested by the model, but I always say the
same thing. 'Y . _ N

To observe character, By which he means nature generall&, must

be the firsﬁ task of the artist, who "myst scorn all ju&gement

that 1s not based on an intelligent observation of character-.'_'l1

He is confident that "All things, partiéulaxly in art, are

\

thecry developed and app¥ied in contact with nature,"12 He says
to his friend, Charies Camion, "we mﬁst hasten out and by_cﬁntact
with ﬁature revive in us the instinctskénd sensatiqns that dwell
within us.613A Inspiration,.he feels, comes from facing the
model squarely. This is a pre-requisite for the artist\to work
in any way effectively. Nothing.else will do. The greatest
artists of ;hé past ;ould have done little else. He tells his

friend and fellow artist, Bernmaxrd, that any search for the

© gorrect way

will lead you surely to the recognition in

front of nature, of what your means of
‘expression are; and the day you will have

found them, be convinced that you will find
also without effort and in front of nature, the
means emplfzed by the four or five great ones

of Venice. - S ' .

¢

e



39
CéﬁannelfeeIS"that the arnist shonld, and does inevitably,
if be is to rise above the erdinary, impose his.particular
temperameni upon his work. He urges, flet us strive to express
~ourselves aecording to our:personal temperame.nts."15 He‘adds:

Now the theme to develop is that --whatzver our
temperament or power in the presence of nature
may be-— we must render the Image of what we
see, forgetting everything that existed before .
us. Which, I believe, must permit the artist to
give his entire personality whether great or
small. 16

' If the official Salons remain so inferior it

is because they only employ more or less widely \
known methods of production. It would be better
to bring more personal. feeling, observation and
character. »

It has by now become clear that Cézanne placeé emphasis on
the @tudy of nature in the develcpment of the artist. One must
not assume, however, that he advocates a slavish imitation.
Indeed, this is the exact:opposite of his belief. Descriptive
imitation is certainly not a part of his teaching. Fry puts it
rather &ell~hhen he states that the Post~Impressionist artists

¢

do not seek to give what can after all, be but a

pale reflex f actual appearance, but to arouse

the conviction of a new and definite reality.

They do not seek to imitate form but to create

form; not to imjtzate 1ife but to find an equiva—

lent for life.
Cezanne and the rest of the Post-Impressionists. are searching for
some thing nther than a recognizable copy of life. These artists

are in search of "logical development“, as Cezanne calls it, and

for unity of design, both of which are outside of nature and not .
to be found in photographic representation. Cezanne advises the

artist to "Get to the heart of what is before you and continue to

‘.
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express yourself as logically as possible. v19 He feels that,

although .
One 1s neither too scrupulous nor too sincere

nor too submissive to nature . . . one is more
o less master of one's model, and above all,

of the means of expression.20

The artist, not the model, not nature, is the master. As Fry
‘tells,us, Cézanie and his contemporaries

alm to make images which because of the

y, - clearness of their logical structure, and
by their close knit unity and texture, appeal
to our disinterested and contemplative imagina-
tion with sometiiing of the same vividness as the
things of actual 1life appeal to our practical
activities.?2l

Cézanne believes, as Fry and Virginia Woolf after him come to do,
that the arg\hs\needs time and reflection in order to select his‘
'mements' frgm life: "Time and refleétion - .. modify little by
little our vision, and at last comprehension comes to us."zz'
nganne speaks strongly on the question of technique. \
.Technique must not oversgshadow the artist's viéion. So far as it

is instrumental in clarifying the artist's vision it 1 useful

and for no other reason:

elieve in the logical development of everything
we see and feel through the study of nature and
turn my attention to technical questions later;
for technical quéstions are for us omnly the means
of making the public feel what we feel ourselves
and of making ourselwes understdod. The great
masteig whom we admire can have done- nothing.

else. :

ééanne sees the liﬁitatians of the public for whom he paints.
N .
He realizes that attention to photographic representation in

conventional painting has led the public to develop certain
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preconceived idéas of what a picture should be; fdeas which
v
have little to do with pure aesthetic feeling. He regrets this

public.lack and the necessity it causes for the artist toc over-
emphasize technique in order to ensure public attention:

It is really a pity that art things are not
better appreciated and that to attract the
public an enharcement is necessary which does
not belong exclusively to amf. :

‘Cézanne never succumbs to public pressure. He is determined not
tc prostitute himsglf to the whims of a society led by bonﬁen—
gion; He insists ﬁhat the artist need not add the artificial
polish ana gloss to his picturé unless it someﬁoﬁ helps to
express his artistic 'idea'. Perfection and skill in painting
are important only ;n so far as they help to do so: |

I have still got to work, not so as tc be able to
add the final polish, which is for the admiration
of imbeciles. And the thing that is commonly so
wuch appreciated is merely the reality of the
handwork and renders all work resulting from it
inartistic and common. I must strive after
perfection only for the pleasure of . giving added
truth and learning. And believc me, the hour
always comes when ome makes an jimpressiocn and one
has admirers far more fervent and .convinced than
those who are only flattered by the empty
appearances. 2 '

The manner in which Cdzanne regards chafacter, temperémént,
4ph0t$graphié representatiqn and“techﬁique <8 in keeping with
.'the‘fOst-Imﬁreséionisté' departure from convention. He advises
that the artist must free himself from those who came before him:

/;

¥ .  Whoever the master is whom you prefer this must
only be a directive. for you. Otherwise you will
never be anything but an imitator. With amy
feeling for nature whateveér, and some fortunate
gifts ~-and you have some—— you ghould be able to
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dissociate yourself; advice, the methods of
anc.her must not make you change your own man-
ner of feeling.26 ‘ \

The Louvre 1s a book in which we learm to read.
We must not, however, be satisfied with retaining
the beautiful fcrmulas of our i1llustrious prede-
cessors. Let us go forth to study beautiful
nature, let us try to free our minds from them.“

As Fry points out, C€zanno's "attirude to conventional art was a

strange mixture of admiration at its skill and an overwhelming

horror of its emptiness ~-of its so 'horrible resemblanée'."28

Cézanne admits that it is natural for the artist, in periods of
uncertainty, to turn to the old masters:

(When] we do nof succeed in mastering ourselves
in possessing ourselves . . . we turn towards

the admirable works that have been handed down
to us throughout the ages, where we find comfort,
a support such as a plank is for the bather, 29

However, the artist must strive to overcome fhis nafural instincf
to turn to safety and security. He mustlventpfe oyt in order to
be original;: The o0ld masters reed not be forgotten‘but sﬁould
serve only as a guide and not as Ehe final arbiiex. Cézanne
tells his friend, Charles Camion:

I hope that the artistic influence that this
master {Monet! cannot fail to have on his-

more or less immediate surroundings will be
felt in accordance only with the strictly
necessary weight that it can and must have on

an artist young and well disposed towards

work. Couture used to say to his pupils:

"Keep good company, that is: Go to the Louvre.
But after having seen the gresat masters who repose
there, we must hasten out and by comtact with
nature revive in us the instincts and sensations
of art that dwell within us."30

Thg'old masters must serve qﬁly as a point of departure for the

young. Repeatedly Cézanne gives the same advice:



Since you are now in Paris and the masters of
the Louvre are attracting you, make, 1f you
feel like it, some studles after the great
decorative nmasters Veronese and Rubens, just as
you would do after nature —a thing I was only
able to do incompletely myself. But you do well
to study above all after nature.

His criticism of fmile Bernard is Based on this theory. He feels
that Berﬁard

418 an intellectual crushed by the memory of the
miseums, but $ho does not look at nature enough,
and that is the great thing, to make oneself

free of the school and indeed of all schools. So--—
that Pissarro was not mistaken, though he went a
little toé far, when he said that all the
necrcholes of art should be burned.

AY

The old masters musf take their proper place as must the new

' paiﬂters.‘ Modern paintere should seek;'not to repeat the past,
but to crzate a pattern of continuance in the unbreakable line -
of art history: -

To my mind one should not substitute oneself for

the past, one has merely to add a new link. With
the temperament of a painter and an ideal of art,
that is to say a conception of nature, sufficient
powers of expression would have been necessary to
be intelligible for man and to occupy a suitable

position in the history of art.33 :

Again Cézanne pofnts to éﬁile Bernardvas'an example of an artist

who permits his knowledge of the old masters to lead him away

from a knowledge and deVelopment of his own ﬂapabilities.
C€zanne claims tha; although Emdle Bernard is “one of the most

distinguished aesthetes . » o the good man simply turné his back

in practice on what he expounds in his writinss" 34

His drawings are merely old—fashioned rubbish
which result from his dreams of art, based not
on the emotion of nature but on what he has
been able to see in the museums, and more still
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on a philecsophic mind which comes from the
too great knowledge he has of the masters
he admires. ‘

VAN GOGH

v

As it is to C€zanne, the study of nature is very impértént
to Van Gégh. He claims that, "in the matter‘of form I am too
afraid of departing from.tﬁe possible and the true."36 He ﬁsesv
nature as His guiée because he finds that he "cannot work without
a model."37 Because he consideré it an important factor in the
iife of the artist, he geté "well aéquainted with nature", aé he
say: himself. Repeatedly he stresses the néed to refer to the
model: "We must return to nature in spite of our educatior. and
our work in a world of,dbnvention."38

Van Gogh feels, like Cézanné, that the artist must manipulate
nature; usé it to do hLis oﬁn bidding, rasper than reproduce a dull
copy of it. 1In spife of his claim that he cannot wérk without a
. model, Van Gogh is not a slave to nature:
I won't say that I AOn't turn my back on

nature ruthlessly in order to turn & study
into a picture, arranging the colours,

enlarging and simplyfying . . . I exaggerate,
sometimes I make changes in the motif. 9

" Van Gogh's determination to paint objects as they are and

‘not as the public wants them ﬁo be does not make him any more

»
'

favourably disposed towards photographic representation than is
'Cébanne. In the first plaée; he feels, the artist myst be
seleqtive of his material. .ﬁe Aoes'not ;1mp1y pick at random a
particular section of nature gﬁd reproduce it as nearly as

poséiblg. %n order to project his vision for the public to sharg;
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he must choose carefully from all that he sees before him; in
most cases choosing that portion of nature which‘is hidden from
the practical eyes of the public in its daily existence. Van
Gogh is aware of this and mentious in a letter to his brather
Theo, that )

. All winter long I have had the threads of this
tissue in my hands, and have searched for the
ultimate pattern; and though it has become a
tissue of rough, ¢oarse aspect, nevertheless
the threads have been chosez carefully and
according to*certain rules. 0 ‘

tographic representation of

The finished picture is not a pho
. F "41

nature. Van Gogh does not "invent the whole however, for

after all it is "all ready in na&ure, only it must be dis-

entangled."42 "He feels that thé artist should expose himself to

nature, but having done tﬁis, he must take his findings,‘shape

them and thenvoffer the ﬁublic his visién,'a viable "equivalent

for life" as Fry calls it, "a new and definite reality," pre-

" sented in such a manner>thét it endures.

According to Vaﬁ_GQgh the artist should not ;im at the
immediate, but at the infinite. He claims that “ongfworks»with

more serenity" > |

if what oné is doing looks out upon the

infinite, and if one sees that one's work

.has its raison d'etre and continuance in-the
future,43

This is what he means too when he'says, "I am nbt at all anxious
for everyone to 1ike EThe Potato Eatersﬂ or admire it at

once."44

L4

-~

Imagination is another concern of Van Gogh. Like Cé;anne N

»
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he believes in the importance of nature. He feels that having
selected from nature the artist should bring imagination to
bear in the attempt to project his vision. Van Gogh indicates,
as Fry 1s later to do, that it is through t:e imagination that
the artist gets a complete picture of life.

The imagination is certainly a faculty which

we must develop, one which alone can lead us

to tte creation of a more exalting and con-

soling nature than the single lrief glance

at reality --which in our sight is ever -
changing, passing like a flash of lightening--

can let us perceive. 5

About technique Van Gogh displays an unconcern reminiscent
of Ce/zanne:

My brush stroke has no system at all. I hit the

- canvas with irregular touches of the brush, which
1 leave as they are. Patches of thickly laid-om"wq
coiour, spots of canvas left uncovered, here and*:
there portions that are left absolutely unfinished,
repetitions, savageries; in short, I am inclined
to think thymthe result is so disquieting and

4 irritating #@Mgo be a godsend to thogse people whe

. i have fixeq pNp@Pnceived ideas about technique.

Van G&éh does ot p":f '2‘- y established rules because
"Nature . . ; [is} 80 e;traordinafily beautiful . » . I cannot
\p§§£i it as beautifﬁl és that, but.it abgoxrbs me so much that I
let myself‘go, never thinking‘of a single rule."47

Yan Gogh,.aa a Posthmpreseionist; is predictable in
~“his rejection of convention. He prefers to paint objécts as they
are ragher than as they have conventionally been péinteg. In a
discussion of his painting, "The Potato Eaters"; he admits that
there is a certain lack of conventional polish sbout it, He

reallzes that this might not aﬁbeal to‘the general public, used
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« 38 rhey are to seeing peasants p“esented in their Suné;y~best. »

‘He prefers, however to paint the peaaantsums they truly are,

or as they appear to him, and not as the public prefers to see ‘

then. Dressed in his Sunday—best the peasant displavs ouly a

small anﬁ unimportant aspeCt of his entire character. Thisvis
|

an aspect wh;ch is assumed and tends to cover\over the real

character. This w‘ll not do for Van Gcgh. He feels*thét -
’ o o 3 : S
he who prefers to see ‘the peasants in their
Sunday-best may do as he likes. I personally ‘
am convinced I get better results by painting
them in their roughness than by giving them 8
conventional charm.
~ T think a peasant girl is more beautiful
" than a lady, in her dusty,’ patched blue skirt
and bodice, which get the most delicate hues
» from weather, wind, and sun. ' But if she puts
- - on a lady's dress, sghe loses her peculiar
. charm. - A peasant is more real in his fustian
clothes in the fields than when he goes to
church on Sunday in a kind of~ dress*coat. :
In the same way it would be wrong; I think,
to give a peasant zicture a certain conven~
tional® smoothness Ll

' _t\&AUGUtN

- Like Cezanne and Van Gogh“Gauguin insists that the artist

must not be a. slave to technique.z

¥ L

:h::f,u._. have a. teehnique’" they will ’

vhave notr

Or rather I do have one, but

"fzto my dispositi'

’n?i—uzx;echniQue~ﬂﬁich i &PPIY 13 NYUOWn manner to :?Qh

ress my own thought without ‘any eoncern for B;4='*‘ S

e;_&he truzh of the ccmnon, exteriur aspects of
=¥ature.r < = : L o

the artist and not the opposite 4ﬁ?or him there are no
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»

. ;convenient hard and fast ruies to be followed by all artists.

‘1J51he only requirement is that the éitist s method pennits him to

PREn

"i"eay exactly what he wmnts to’ say.‘ Impuise rather than the

2 W‘ficial illvsiou of reality, but a deeper truth which is ndt

uroutine application of convcntional forms of technique is

1iadvocated, especially if it will permit the artist to present

. his vision in an original fashion
-*_f I consider Jmpressionism as a completely new
. ~quest which must neceesarilv separate itsel
rffrom everything mechanical like photography,
etc. That.ig why T will get as far away as
v ’possible from that mhich gives the illusion
of Ed thing. . ;,.50

'Gauguin aims not at an attempt to create a perfect but super-

-

| '?:,possible if the artist follows conventional rules that lead to

4V={photographic representation. ,His,deCussion on the use’of

'-hhShadOW~iS proof of:his determinetiou‘to'maintdin a certain

‘: ‘freedom.v He tells a: fellow artist that although he is not him—

'°¢VSe1f partial to shadow in hie paintings,~this does not preclude

| ';{it% effective use byt r

other:artist. It is_entirely up to the
:ijindividual artist"

"U~[E]ut in ‘the’ shadows 1f you consider them‘useful
. 'or.don't put them in. It's all the same thing,
~‘4f you consider yourself not a slave to shadow;

it is, as 1t wvere, the shadow which is at your

b;-service.

;'i€ The importantgthing is that rha artist should not be ruled by

(il

‘;1v""techn£que. 'm&e pursult of skill ought mot to be his object, but

'jethe pursuit of 'idea' or- inner truth. Gauguin,sees the artist
L -~ a . ‘
" as the uanipulator.»;cauguin considered the painting "Whence Do
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We Come? Vhere Are We7 ‘Where Are Ve Going?“ painted-in 1898 to
be his masterpiece. In thia painting technique and skill have

taken & subordinate place. Gadguin recognizes this and feels

3

that‘thiS“is perhaps. one of the-'reasons why the painting is

superlor. He says In a letter to Daniel de Monfried
_ They will say that it is careless . . « Dot
finished. ;t is true that one is not a good
judge of one's own work; however, I believe: that
~ this canvas not only surpasses all the preceding
/} ones, but also that I will never do anything
. better or even similar to 1it. -Before dying I
' put into it all my enezgy, such a painful passion
under terrible circumstances, and a vision so
clear without corrections, that the haste
o disappears and the life surges up. It does not
- smell of the model, of professional techniques
- and so-called rules --from all of which I always
. did free myself. ..
In later years Virginia Woolf wasvto make a statemebt which
echoes this in all7of its essentials, as w111 bekseenflater in
the chapter when we study her critical statemepts
Gauguin believes that the artist must flout convention and
let nature be hiis guide. Originality and the pn@jection of the
artist s inspired vision cannot be taught, as Gauguin points out:

During .the last hundred "ears laxge amounts . have
been - gpent for the® propagation cf drawing and the
number of. painters is increasing, yet no real

. .progress ‘has been made. ‘Who are the painters we
o admire at the present? All thosd& who reproved the
@' schools, all those who drew their science from the
personal observation of nature.

He feels that having studied nature, however, the artist should‘

¥

store the‘rudiuents of his vision away and reproduce 1t only '

. £rom qepory.. In this manner the artiat y embue his work with




50

Some advice: do not paint-too much after nature.
Art is an abstraction;  derive this abstraction
from nature -while dreaming before it, and think
more of the creation which will result than of -
nature. Creating like our Divine Master is the
only way of rising toward God. 5

) The task c¢f whoever paints is not at all like
'"that of a mason's who, compass in hand, bullde
a house after a plan furnished by an architect.
1t 1is well for young people to have a model so
long as they draw a curtain over it while they
paint.

It is better to paint from memory. Thus your
work will be your own; your gsensation, your .
intelligence and your soul will then survive
the scrutiny of the ameteur. He goes to his
stable if he wishes to count the hailrs of his
donkev and to determine the place of each of
them.":

Gauguin complaigm- 'foﬁhe iﬁpreesioniets study colour
,exclesiﬁely insofar"aé,the decorative effect, but without
f:eedom; retaini;g the sheckles,of yefisi@ilituqe. For them the

*‘dream landscape, creeted from different entities, does not‘
exist;"$6 He AEels ‘this is the result of standing too close to-

the model without a break fot the imaginative life to take over.

This omission can lead to a superficial interpretation. This is

- what Gauguln implieS'when\he accuses the Impressionists of
 being materialists: _ o N

They heed only the eye and neglect the
mysterious centers of thought, so falling into
merely scientific reasoning. . . . The art of
yesterday has plumbed the depths, it has pro-
duced masterpieces and will continue to do so.
Meanwhile, the officials of today are aboard a
_boat that is vacillating, badly constructed and
BN - incomplete. . . . When they speak of their art

: what 1s 1t? A purely superficial art, fuil of
affectations and purely material.
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OLOUR
Various critics, including Roger Fry, have spoken of the
explosion of cblour' whick characterises the work of many of the -
Post—ImpressionisLs. The three artists who are here under |
- di:cussion have themselvesmspoken about the importance of colour
An the presentatiou of their visions. lt seems fittjng, there—
) fore, that something should be sald about colour at this point.
We deal with ETS separately, almost parentbetically, because it
' is perhaps the one important aspect of Post—Impressionist paint»
ing with which Virginia Woolf does not concern herself in her
" critical writings. There is a aimple enough explanation for
this, of course. Virginia Woolf is a writer and not a painter.
Therefore,-colour‘as-a,means of expression plays no very sig-

nificant role in her work, as it inevitably does in the wotk of

a painter. In her novels, To the Lighthouse in_particulef;

Virginia Woolf shows her awareness 6? the importance of colour
" to the PostrImpreseionists,ﬂbut because it hae no importance for

her as a writengshe ‘sees no need to discuss it in her critical
e v : : : T .
wtitings.

2

“The three. Post~Impressionists studied here regard colour as
or-fﬁ
an important stimulus inm- the arousal of aesthetic emotions.)

They depend on colour as much as ‘they depend on form to transmit

% the aesthetic emotion to the beholder. +To Cezanne the importance
\ \
of colour is tied in with the important role which nature as

model plays in his work. To him colour is an unalterahle part

of nature. The intense colour of his peintinge,is meant to have

s . %
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a profound effect,on'the senses of his audience. Cé&zanne admits
that although with time he becomes "more clear-sighted in fronmt
of nature',- he cannot hope to compete with the amazing

colours to be, found Iin nature, bﬁt he struggles continually to

achieve the same:

I cannot attain the intensity that- is unfolded
before my, senses. I have not the magni iceg§
tichness of colouring that animates natwgé.

' . . / [ Y
From this quotatien it becomes clear that Cezanne\sees colour

y

almost in the light of a 1:ife-giving force, having\the power to

'animate' nature. That he regards colour as an element which is

just as impbrtant as line in the creation of aesthetic sensation .

becomes.obvious when he insists that "{pj ainting by means of
N . .

drawing and colour, gives concrete shape to seqsations-and per-

N

céptions."59 He continues:

Nature for us men is more depth than surface
Wwhence the need of introducing into our light
vibrations, represented by reds and yellows, a
sufficlent amount,of blue to give ‘the impression
of air. : o

 LiKe Cé;anne; Van Gogh sees the important conmection
.between nature aﬁd colour. 1In his case, howéyef, he went so far
aé to suggest that the artists.of the future\wongazgnture :
-further and further south in seargh pf.the rich, bold colours of

tropical vegetation:
° ([Bly intensifying all the colours one arrives
once again -at quietude and harmony. There
occurs in nature something similar to what
happens in Wagner's music, which, though played
by a‘big orchestra, is nonethéless intimate.
Only when making a choice one prefers sunny .
- and colourful effects, and there is nothing Y
that prevents me from thinking that in the '
future many painters will go and work in



53 -

tropical countries. You will be able to get an
idea of the revolution in painting when you
think, for instance, of the brightly coloured
Japanese pictures -that one sees everyvhere,
iandscapes and figures.

Part of Van Gogh's technique is to place his'so?called
intehsified colours side by side. He‘places sharp blues, greens
Yéllows and purplesiside Py slde, startling :o the eje which has
grown used to the conventional use of colour:

Here is a sketch, the entrance to a Provencal
orchard with its yellow fences, its enclosure
of black cypresses . . . its characteristic
vegetables of varying greens: yellow lettuces,
onions, gavlic, emerald leeks. ’
Later I £i11 in the spaces which are bounded
by contours . . . with tones which are also
simplified, by which I mean that all that is
going to be soil will share the same violet-

- 1ike tone, and the whole sky will have a blue
tipt, that the green vegetation will be either
green-blue or green-yellow, purposely exaggerat-—

“ing the yellows and blues in this case.

‘From thié quotation ic\can be clearly seen that even as Van Gogh
. o\

juxtaposes bold colours foi the puipose of creating aesthetlc
emotion in the oulooker, he aims at the simplification of
colour. His use of black and white is unconventional; for he
ofkeu:use them unm%ged "just as the colour merchant sells .
them3"63 e strives for simplified colour not unlike ‘
certainldapanese artiatc. Like tne.Japanese,_too,.he tries to
/stay away from reflected‘colour; V

When in a'grecnhpark with pink paths I seg a |

gentleman Gressed in black and a justice of
the peace by trade. . . .

Over him and a park a sky of a sinmle cobalt. .
« » « Then why #bt paint the said zouge de paix -
with ordinary: bone black:and the: Intransigeant .
with simple, quite raw white? For the Japsnese
artist ignores reflected colours, and puts the

~
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flat tones side by side, with characteristic 63
lines marking off the movements and the forms. -

Van Gogh exaggerates the colours of nature in order to
create sensation. He uses colour in such a wey as to express

. emotion. For example, he explains one of his attempts to

express the emotion love, through the use of colour:

1 should like to paint the portrait of an
- artist friend, a man who dreams greet dreams,
wvho works as the nightingale sings, because it
is his nature. He'll be a blond man. I want
to put my appreciation, the love I have for him,
into the picture. So I paint him as he is, as
~faithfully as I can, to begin with. .

But the picture is not yet finished. To ‘\
finish 1t T am now going to be the arbitrary
colourist. I exaggerate the fairness of the
hair, 1'even get to orange tones, chromes and
pale citron-yellow.

h Behind the head, instead of painting the

" ordinary wall of the mean toom, I paint
infinity, a plain background of the richest,
intensest blue that can con'trive, and by
this simple combination of the bright head
against the rich blue background, I get a
mysterious effect, like a{star i\jthe depths .
of an azure sky 6l 1

- He tries, as he tells us himcelf, "to express the terrible

265

‘passions of - humanity by means of ied aﬁd green usually placed

side by side. He admires not. only the contrast of red and green,
but of blue and préhgé, of sulphur and lilac, of persian blue and

chrome yellow. His description of one of his paintings, "The
Night Cafe", shows clearly his use of contrasting colours. to
expness.intense emotion:

I have tried te express the terrible passions of
‘hummnity by means of red and green.
The room is blood red and dark yellow with a
~ green billiard table in the middle; there are four
¥ ., citron-yellow lamps with a glow of orange and
green. Everywhere there 1s a clash and contrast



of the most disparate reds and greens in the
figures of little sleeping hooligans, in the
empty, dreary room, in violet =nd blue. The
blood-red and the yellow—green of the billiard
table, for instance, contrast with the soft
tender Louie XV green of the counter, on which
there is a pink nosegay. The white coat of

<he landlord, awake in a c¢ormer of that fur-
nace, turis citron-yellaw, or luminous green.66
In my picture of the "Night Cafe" I have tried
to express the idea that the cafe is a place
where one can ruin oneself, go mad oxr commit a
crime. So I have tried to express, as it were,
the poWers of dsrkness in a low public house,
by soft Louis XV green and malachite, con-
trasting with yellow-green and harsh blue-
greens, and all this in an atmosphere 1ike 2
devil's furnace, of pale sulphur

‘More even than Van Gogh, Gauguin turns to the JapaneSe for
instruction in.the use of colour., It is their workvwhich he
- , X\ '
bears in mind in making his choice to repudiate shadow:
Look at the Japanese, who Certainly draw
admirably, and you will see life in the out-
doors and sunlight without shadows, using
colour only as a combination of tones . . .
giving the impression of warmth, etc .68
" Like Cé%anne and Van Gogh, Gauguin uses colour to create
sensations in his audience. Intense colour he feels creates
1n:ense emotions. Caugufn makes his eentimpnts clear about
colour and his conception of its use and value when he describes
) ' (L . :
one of his paintings, ''Manao Tupapau” or "The Spirit of the Dead
Keeps Watch", painted in 1892, In the following excerpt
Gauguin explains exactly what\he seté out to do with colour:
The bark cloth sheet must be'yellow, because J
in this colour it arouses something unexpected - = -
" for the spectator, and because it suggests
lamplight. This, however, prevents e from

making an actual effect of a lamp. - I'need a
background of terror; purple 15 clearly :



56

indicated. And now the musical part of the
picture is laid Qut.69 ’

Gauguin clearly connects the sensations aroused by music witﬁ
those aroused by colour in a painting. Ihis can be seen even
more cleariy from his claim that “One does not use colour to
draw but always to give the musical sensations which fléw from
itself, from its own nature,‘from its mysterious and enigmatic
iﬁterior force."70 It will be remembered that Van Gogh too makes
this cémparison when he sées something of the feeling aroused by
Wagner's music in the intense colours of natufe. This 1is of
course what Roger Fry and Virginia Woolf proceeded to label as
aesthetis emotion; an emotion which in‘engendered by the thing \\
itself, the object of art, and has hothing”to do with anything
which comes. from outside. The.Pbst—Imp;essionist painters‘ f
expected their bold ﬁse of‘unmixed colour to have this effect
on spectators. As Gauguin tells us, v
| Colour, being itself enigmatic in‘gﬁe.sensations

which it gives us, can logically be employed only

enigmatically. One does not use colour to draw

but always to give the musical sensations which

flow from itself, from its own nature, from its
mysterious and enigmatic interior force. 71 . <

~

VIRGINIA WOOLF . SR

Virginia Wbolf's‘belief in the special qualities of the

artist are reminiscent of Cézanne. While she does not den& that

~

"yia. Bfown" is there for everyone to see —''she is just as

vieible to you who remain silent as to us who tell stories about

rmr"-n.,,h.;mm.mc "Few catch the phantom; but most have



57

to be content with a scrap of her dress or a wisp of her

w?3 She too believes that the artist's special qualities

hair.
can be built upon through the observatiom of certain basic
precedents, for instance, character. Like Cézanne she stresses
the importance of character to the artist:

I believe that all novels . . . deal with

character, and it is to express character

--not to preach doctrines, sing songs, or

celebrate the glories of the British Empire

that the form of the novel F\. . has been

evolved.’
Here‘Virginia Woolf speaks simply of human nature. It is clear,
howeve;,_that the two artists, Virginia Woolf and Cézanne, want

to make the same point, which is, that the artist must not be

- sidetracked from his study of nature --human or otherwise. Like

-the three artists studied above, Virginia Woolf realizes the

{sportance of nature to the artist. She warns that "to retire
to one's study in fear of life is‘. . fata1.75
Virginia Woolf's complaint about the Edwardian writers is

that they looked everywhere else but at the model, human nature.

Her frequently mentioned work, "Mr. Bemnett and Mrs. Brown" is

. entirely devoted to the stﬁdy of this problem. The Edwardians,

she says, looked

rl

very powerfully . . . out of the window; at
- factories, at Utoplas, even at the decoration
and upholstery of the carriage; but never at
her, never at life, never at human nature.

Virginia Woolf's impasaioned plea "never to desert Mrs. Browm"

who is to her the symbol of human nature, "the embodiment of

‘life itself," is curious1y reminiscent of Cé}anne's many

4 — —

statements about nature, his model.

il

X



Most novelists, says Virginia Woolf, are led on by a
phantom. They spend their lives in pursuit of this will-o'-the
© wisp. "The'study of character becomes to them an absorbing
pursuit;vto impart character amn obsession."77 Coatact with this
wiil—o'fthe wisp figure whé turns out to be a real, tangible
person, in the shapc of Mrs. Brown if you wish, raisas in them

an impulse which “urges them so_powerfully every\now and then to
78
"

embody their view in writing. This will-o'-the wisp figure

affords the inspiration which Cézanne finds in nature.

Virginia Woolf feels that, having looked at the model
--nature, in this case Mrs. Brown-- the artist is at liberty to
" paint her as he sees fit, His vision, whatever it is, is valid.
She claims that there is '

the.writer's temperament to be considered. Ycu
see one thing in character, and I another. You
see it means this and I that. And when it comes
to writing each makes a further selection on

principles of his own. Thus Mrs. Brown_can be

treatad in an inf;nite variety of we.
.. : \

.
The aitist's temperament plays a great part, ss Cezanne tells us,

in eﬁéuring originality and leading him awvay fromlconven-

tionaiity
- Like the three painters before her, Virginia Woolf
emphas:ses that artists must beware of nature 8 duplicity

Stridently, clemorously, life is forever pleading
that she 1is the proper end of fiction and that
‘the more he sees of her ard catches of her the
better his book will be. She does not add, how-
ever, that she i3 grossly impure; that the side she
. flaunts uppermost és often for the novelist of
" no value whatzver.

_Vizginia Woolf.doés not .mean to deny-that-life is "the proper
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end of fiction." She knows that it is. She wishes rather to
say that the artist must be sqlective,‘that he must learn to
use nature and not let himself be used by it. She insists that

although all nature stands before the artist, since he cannot

- possible represent it all, he must be selective. He must

extract from nature only those portions needed to make his.
vision clear to the public. This careful selection from nature

allows the artist to take a step away from gﬁbtogtaphic

representation. Virginia Woolf describes the process of

\
/

selection:

" Taste, sound, mdgement, a few words here, a
gesture there, a man coming in, a woman going out,
even the motor that passes in the street
beggar that shuffles along the-pavement, and
all reds and bluee and lights and shades of a
scene claim his attention and raise his
curiosity. 81

[But] drastic is the process of selection.’

Like the three artists beﬁofe her Virginia Woolf claims that
time énd'refléction are needed in order for the artist to modify
his vision and restrain himself from a slavish mimic§»of nature:

The novelist is terribly exposed to life. : . .
He can no more cease to receive impressions than
a fish in mid-ocean can cease ‘to let water rush
through his gills.
But . . . all writers whose books surviVerhave,
\ known how to master it and make it serve Uheir:i.:
purpose. They have finished the ‘wine andﬁﬁhid

roonm where, with toil and pause,. 1n 1899 :
with struggle and rush . . . tumultubusgy
they have mastered their percgptions, hsr&eﬁé
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of photographic representation. 1In spitu: of har insistence that
the artist must get to know his model 1n;imate1y, Virginia Woolf
1s no more an artist of imitation than are the three artists
Freviously discussed. She sees the model as a source of
‘ingpiration, a form of guidance. The model —-nature—- is a
means of evcking the artisggs special gifts; and its study the
first step in the attempt to shere his vision with thé public.
Virginia Woolf criticises Bennett to the effect that "if
his figuree were to come to life they would find themselves
dressed down to the last button of their coat in the fashién of
the'hour",83 but curiously 1aciing in life. This, Virginia
Woolf feels, can be avoided if the artist works from memory,
rather than with an eye alwayé fixeq on the model. Like
Gauguin,y Virginia Woolf feels that the artist, having studied
nature, should retire to a room of his own to co?template it éﬁd

to bring shape to his extraction:
{

He must expose himself to life; he must risk
the danger of being led avay and tricked by
ber deceitfulness; he must seize her treasure
from her and let her trash run to waste. But
at a cértain moment he must leave the company
and withdraw alone, to that mysterious rgom
where his body is hardened and fashioned into
permanenee e " &
So. drastic is the prﬁéess of selection that in
its final state we can often find no trace of
the actual scene upon which the chapter was
based. . . . There emerges from the mist
something stark, something formidable and -
enduring, the bonme and substance upon which-
our rush of indiscriminating emotion was
founded . 85

the Post-Impressionist artict;t too, virginin Woolf

o . ) \/ -
i N
- : N N L

g
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recognizes the importance of 1maginaticn,ﬂ Sﬁe*feEienthet‘the

imagination must cohe 1nto play after Lhe artist hde studied the

e model in order that he mightwdelve beneath the readily

apparent surface.' L
'We have been 1etting ourselves bask in appear-
ances. ~All this representation of the move-
ment of 1ife has sapped our imaginative power.
We have sat recepti¥e and watched, with our

_ eyes rather than with our minds, How thev
dressed, what they ate, the slang they useg6
~~we kncw all that but not what they are.

ny-saysithat the Post-Impteseipnist artists o -

do not seek to give what can after all, be but -
a ,pale reflex of actual appearance, but”to
arouse the conviction of a new.and definite
~ reality. They do not seek to 1mitate form but
‘to create form; not to imitatg life but eo
find an equivalent for life.8

This app%}es_as much to Virginia Woplf as it does to the Post~

. ‘Impressienists;

Virginia Woolf is very concerned with the technicai aspects
of her work‘ One has only to read a novel of hers in order to
see this. However, she realizes tget where the artist'places
too mﬁch}emphasis on technique rather than on>hi$ vision, his

vork is bound to suffer. Then it 18 that technique becomes "an

"88

obstacle and an impediment. .~ She criticizee this aspect of the

work of many of her contemporaries.

The literary convention of the time is ‘80
~artificial , . . that naturally, the feeble
are tempted to outrage, and . the strong are -
‘led to destroy the very foundations and rules = .=
of literary society. Signs of this are e
_everyvhere apparent. Grammar is violated, o
‘ -syntax. disintegrated. . . . The effort and -
s-strain of writing against the grain and
current of the times is visible.89
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b | \
Virginia Woolf is appalled by those writers who pay far mo;;? ‘h.
‘attention to technique than to ‘their vision. This seggiment is
heard againfin her cry "what a waste‘of energy" when she
5}cmnpares a writer of a previows age with a contemporary, Lytton-

«+ Strachey. She says of the older writer, “all his strength went -

straight into his work; none was used kposes og.concealment &

w90

spect'of the work of

,

- or of conversion. This is an imp

the Post-Impressionists, for vhom "skill in a picture was

- completely‘subordinated to the direct expression of feeling."91

Virginia—Woolf criticises the Edwardians because they use

skill‘to nide a vast emptiness in their work. She says of themn,

[}

) "they spend immense skill and immense industry making the

trivial and the transitory appear the true and the enduring" 92

LM:. Bennett) is perhaps the worst culprit of
the three, in as much as he is by far the best
workman. He can make a book so well constructed
and solid in its craftsmanship that it is
difficult for the most exacting of critics to.
see. through what chink or crevice decay can
creep in. There is not so much as a draught
between the frames of the windows, or a crack
in the boards. _And 1;: -—if‘life should refuse
to live there?93 ' -

Virginia Woolf geems to echo Van Gogh when she insists that
the- artist must aim for more than capturing the present. She
ridicules novelists who try desperately to capture minute details“
without in any way attempting to bring to their work a deeper )
meaning which will last beyond the immediate: ‘
i novelist, thep, who is a slave to life and o _fjf/‘
* ! concocts'his books out of the froth of the o {
. moment is doing something difficult, something '
which pleasea, something which, 1if you have a

mind that vay, may even’ instruct. “But his work
passes aa4the .year 1921 passes, as fox-trots :
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s conscientiously, constructing our two and thirty chapters after

' _the .I:oet—lmpre~ssioniste,$efore her.

> - , 2

. paas, and in three ‘years' time- looks as. dov:d’y' ‘
and dull as any fashion which haa served dits
turn, and gone its way. :

- Like the three Post-Impressionist artists who came before .

_ﬁ her Virginia qulf believes' gat it is important for the artist

to sever his ties with con\‘rentioqa The artist who slavishly

-

follows convention neglects thst quality which she feels ' .Lt is

‘ his duty to capture -—"whether we call it life or spir* t or

"95

reality I-‘urthemoru, he- fails to complete the business of

artist, which 1s "making the public feel: what ‘we ‘the artists

ourselves feel."96 All s lost when we go on pereeveringly,

5
q

"97

 minds. '. R TEETh A o

Cezanne, Van Gogh, Gauguin, and Virginia Woolf it should

by now be clear, have much in comon with each other. They

.have similar concerns. 'I'hey discuss similar topics, as

: for example, convention, nature, imitation and photographic

representation. Furthermore, the concluSions which Virginia ‘

L Woﬁlf reaches on such topics greatly resemble those reached b&

4

g

8 desig;’ %hich more and moTe ceases to resemble the v1sion in our
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CHAPTER IV

THE NOVELS

In thé previous chapters thc emphasis ([was placed on the

' examination of Virginia Woolf's critical writings. The object
was to dctermine.what her cesthetic views were:; to determine,
moreover,.ﬁﬁether hcr views, consciously o unconscichsly,

'reflccted those of the Post—Impchsionist rtisis, in pqrticular

'(Céianne, Van Gogh and Gauguin;'to gee too if they échoed the '
scntiments of'artict and art‘critic; Roger Fry.  Roger Fry was a
‘great cdmirer cf‘thc Post—Iﬁpregsionists‘;lHe ﬁas Virginia
Woolf's ciose friend and it Jcs through him that she was cost'
1ikely to havéilearnt cf these aftists, perhaps’during "those
discussions upcn the methods of the a:ts which iilqminated‘his

.. . friéndship"l with her; ;. |

In this chapter our concern is with the npvels. No& we
wish to determiue whethe: there is any validity in applying the
precepts of an artist and art critic to literature. and whechcr

”there are any points of comparison between the work of these
three above—mentioned Post—Impressionists and that of Virginia
w°olf. Have the many stipulations of Virgiuia Woolf's chg%%%
ve wonder, been applied to herx nOVels? At this. point we att:empt

_to answerx ‘the queation raised by Emily Stripes Watts' "Can a

writer of prose borrow profoundly from anotheggart fotm?"z

6 /%&

F oy



Like ‘the Post—Impressionists,‘in her novels Virginia Woolf
breaks firmly with the past. This can be seen in such small
. cﬂgnges‘as a ¢omp1e£eidisregard for conventional éhépter breaks
.ihisome-of her novels. Another aspect of her departurévfrom
convention is to be found in Her unconconcern with traditional
ldeas régarding plot. If ﬁe défine'plo; as E;M. Forster, her
contemﬁpraty and a member of the Bloomsbury group, defings_it,
"a narf&tive of eveﬁts; the emphasis falling on.caﬁsality,"3 ve
wiil be quick to notice that in .none of her experimental novels
is Virginia Woolf a slave to élot. Her main concern is not with
| telling alétory but~qithfexpressing 'idea' as Roéer Fry puts {it.
: Virginia Wooif 1s more concerned with "the secret life . . . life
for which there is nb'external evidence."a At nbd point during
the coyrse of hef'expériméhtal novels is the reade; inclined or
enéburaged to‘wonderf'what happens next', or as Forster sees as
a requirement for plot, why it happens. Whatever happens next
in Viiginia Woolf's novels has about it the inevitability which
?ry cénsiders a pleasing aspect of art. 'Why' itxhappehs
aimpiy seemshfo invite the answai, 'becausé_it was inevitabie.'
Johnstqqg tells uf that”mucﬁ the s;ge is true of painting:
' It follows that the greatest art will reveal

to us the most complex, surprising, and yet,

absolutely inevitable relationships. We are

startled as we contemplate it, but we feel at

once that it is right, that nothing within it

could be otherwise than it is.” 4
Fry makes a similar claim when ﬁe insists that novels which

endure,

depend . . . fof their effect upon a peéuliar
detachment from the instinctive life. . . .
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They note the inexorable sequence in life of
cauge and effect, they mark the total indiffer-
ence of fate to all human desires, and they
endeavour to derive precisely from that
inexorability of fate . . . the pleasure which
"consists in the recognition of inevitable
sequences . . . a pleasure derived from the.
.contemplation of the relations and correspond—
- ences of form.6

In Virginia Woolf's novels ‘even something as traymatic as
death is understated, and'treated in a matter-~of-fact manner.

Septimus' death, for instance, in Mrs. Dalloway, has little of |

the tragic_about it. Septimus dies, Mrs. Ramsay (To the
;Lighthouse) dies, bpt everything goes on as befote, for their
deaths»are simply a part of the overall pattern of life. ihere
is little of the excitemeﬁt and eager anticipation which is
usaally.associated with death in the confentiohal'plot.
virginia Woolf-ignores.the‘demands of plot in her more’experi-
mental novels because plot is not necessary in her attempt to
express 'idea'. | -

. ?hia eubordination of plot to idea is reminiscent/of the.i
vPost—Impressionistf' attempt'to aban&on narrative painting. It
is not unlike- Fry's insistence that the painter should ignote
dramatic elements in his search for idea or significant form.
Fry feels that dramatic or narrative elements have no place in
the painter s search for fulfilment through the arousal of
aesthetic emotion in the apectator. éolbut, light, shade, line,
theee all eupersede the narrative elements in the painted wark of
art. As Johneton tel}e us: o

Fryftelievea z:ét the visual artist can\
reachkthese depi 8 cnly if he is true to

3
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the medium of his art and abjures psycho-

logical and dramatic suggestions in his work

in order to concentrate wholly upon visual

‘relations.

fhe PostFImpres‘sionists depend on explosive or violent
colour to work part of the way in. awakening the aesthetic senti—
ments of the spectator Line, through continuity and flow, -
Creates harmony and unifies all elements of the painting, the
daesed‘created by eolpu:. In this way line goes the rest of the
way te'cteate 'idea' or as Fry also calls it, significant form.
It is thus that pure aesthetic emotion is given birth andAmain-
tained udtarnished The Post-Impressionists feel that nerratiye
elements in painting might produce what often passes for
aesthetic emotion but which is simply a diversion from the true
emotion. This is a bastard emotion which deludes Jthe umwary and
is not to be confused with the pure emotion which is the tesult
of nothing else but perfect harmony of line and colour. This
bastard emotion is the same emotion which Virginia Woolf hopes
to av01d by her determined attempt to underplay plot.
As ye have seen‘therefote, the Post~Impressionists considered

it-iﬁpo:tant that the artist free himself from comventien, follqw—

ing it only when it becaﬁe nécéaaary vfor‘the-presentation of his

«

'.pafticular vision. On the whole they recommended that the

artist try to find his own manner of preaenting his vision. To
Virginia Woolf this is equally 1mportant. Even in her earlier

novels, The Yoyage Out and N;ggt‘and ﬁaz,'V1r31nia Hooif show:
signs ofvthis attempt to break with the cpnvehtiunai writers.

- In hei»third novel;,JacoB?s'RbOlg"the 6ian,a:e evenjnnre
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 effort and strain of writing‘against the'

~ the times 1s visible."S v ”“E@,??‘

,‘tofghe regﬂer. "the .
’f ;eg( :bwl IE " .
ngd.‘cu i

This strain is found in the episodic nature °f“th‘$“°vehw% e
@
in

The episodes of Jg_ob's Rooﬁ although often very beautiful

\ e A
themselves, are often too lodpely linked together, 80 that‘the ?%%pfﬁg
novel does not appear .to be the perfect, unified object oﬁ art iu"ﬂg

"“«; o o

upon which Roger Fry insists. There are intensely haunting n

scenes and episodes in Jacob's Room. Virginia_woolf's failure

-.vto Ereate suitable bridges between them causes them to remain

"just that *—beautiful.episodes; Therefore, the eensation'of

N

-

1nevitability-which ny sees as essential to the work of art is
sadly lacking. At times the novel appears contrived and as
Johnstone tells us:

‘ When sentences from earlier descriptions of
Jacob's rooms at Cambridge and Bloomsbury
- are repeated in the last chapter, we may have
for a moment the feeling, which we sometimes
‘know in 1ife, that this has happened before
~-but only for a moment: then we see through o
the device, and reflect upon the mechanics of ‘
the novel, rather than upon the 1nevitability
of Jacob's 1ife.9

]

After wve finiah reading the novel we spend more time con-
templating the skill of the authorla-pen and the crefty

worimanehip than we do in reflection on the successive unity of

_ N o
~ the novel; more time than we do in experiencing the aesthetic:

. emotions which ought to follow. Form the novel éoitlinly heg;

but somehow it falls just slightly short of Fry's definitiém of

significant form. Quite clearly that which Virginia Woolf most
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¥

abhors has happened --tgchnique, skill has been allowed to over-

shadow idea. Jacob's Room, the firnt of the experimental novels,

although by no means a failure. does from time to time show signs
of the author's immaturity, sigm of her a&mpts to experiment

and b"'eak away grom conven:ion.

i"\'

By the time whe writes Mre “’oanowal Virginia.Woolf has

become a master of her medium. Not only have all -_ties with the

past be:ﬂ broken; but all the evidence of the effort it took to

"'break them has been removed. The result is a unified and well

or,dered work without the traces of imaturity and struggle

which are sometimes allowed to surface in Jacob 8 Room. ,

MRS. DALLOWAY ' g

Form is an important aspect of art as Roger-l"ry and the
P%st—lmpressionists see it. Without fom, imaginative life,

from which art is derived remsains uncontrolled, formlees and -
"@’i

chao‘tic.w As Kenneth Clark says in the "Introduction" to Roger .

L

" Fry’s Last Lectures, in art "certain forms agree and our joy 1s

R
&

’ a.‘ not in the forms themselves, but in their agreement.

L »ixere paraphrasing a stateu\pt made in Vision a:id Design by Roger '

i "
Fx;y. »*Fny is, of course, referring to fom in the painted work’ ¢

0’35 arﬁ but it: occutt to the reader that Vizginie Woolf has
achieved just auch a joyful' asre-ent of forms in Mrs.
Dall z B ¢ < wb regard the charactere si-ply as forms)in a S

pietute. for the moment ignoring any of their deeper poycholog:l.-

cal aspecu, this discowery is ecasily explained especilllyT
‘we', bear in wind Ce:anne‘s advice that the: utht ‘should place

'



everything in proper perapective 80 that each side of an obj ect: :
ora plane is directed toward a central point."ll
CIariaaa Dalloway stands at. t:he centre of the picture. . On

= the same plgne as herself oerhaps som'awhat right of centre and
. : [
Liparallel to her 80 that their paths never meet, is Septimus

N ~"Warren Smith.- Arra.nged arolmd them on a series of planes are - i

LA ‘fthe other cbatacte:s,' It is clear- t-.hat t:he reader is expected

"",‘to aee Septimus qnd Clarissa as parallel to each;:

"nevex neet. each other althoush Clariasa has a moment of
S

:}ﬁ{.dentiﬁcation wi‘th Septimus when she leams of his suicide.. 0

= m arransem" t,"'where-_ he ‘two. most: important: ehatactere of the

YL novel are placed a:tde by aide with a careful\ avo:ldance of

\

f‘xyaicgl contact with w%h other. aerves to enco‘ffaﬁ% the °°““.a‘.-"!v

. cept Iof .'tvwo.parallel'- line(' iu'a picture. On the plane closest

“t to{‘Cla-risea Dalloway are.iPe er i"alsh, Sally Seton and perbaps '.

o "R:Lchard nsuouy and Hugh muce*bread. a little blurred and
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Septimus 8 life, she has no significance in Mrs. Dalloway 8 past,

On another plane, yet further avay, are those characters whom we
see only for a moment, but who are a part of’ the significant

‘network of moments in the novel ~-the little old lady, the little
‘ old man. Finally, ‘on the plane furthest sway are the other

K

characters that we meet only briefly and who have connections'
;ﬁ{ with neither of: the major qnaracters., They are uged as back- °
ground for the picture. Mrs. Dalloway forms the central line of
-l“w'_which Roger Fry says. "In a picture a5 e unity is due to a -
V balancing of the attractions of the eye ‘about a central line of

L N
. the picture. The result of this balance q£ attractionsﬁis éhat

: ) 3’ ‘ 1.2 Ml' R
the eye rests willingly within the bounds of the pictur Fi

This\arrangement is a familiar one in. Cezanne 8 paﬂntings. .
0.' .

Quite frequently he chooses one prominent object as a central
N point df‘ focus around which the other objects of the pi.cture are
rllggﬂ:arranged on various planes. An excellent example of this is
;ji ’.Cezanne 8 painting, “The Tall Pine“. At the dentre of‘the-
p;cture is a tell tree, which Tuns almost exactly down the ' v
nﬁ;? & middl;ﬁéfwthe picture,%tRnnning parallel &0 this cen:;al Q’ject 3
S and on the same pladg are the trunkq of three other, smaller :
’tr:es. There are several other planes in tnis picture. In the
| toreground is one plane of green earth. Behind this is a bright
ellogforange plane whi\p is followed immediately by the central
plsne. Behind she central plane is a bsnd of light green ‘
J{_ vsgetation, folloucd by a section of treee a few qbsdos deeoer
- snd bridater groen in colonr Thffinsl phno, the sky, follows
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Another picture, “Hont Sainte~Victoime" haa a similar

77

arrangement.A In this picture too. colonr is used subtly to ‘e L'

#
o

iidicate‘changes in’ plane. In his still life paintinge Cezanne

uses a similar technique. Quite ofton a bottle, a vaee, a fruit

~is: used to ereate g central, perpendicular 1ine. Van Gogh and°
Cauguin use a similar teechnique.’ Gauguin & "Breton Landscape
haawa similar arrangement.. Here too a tree is the central objeﬂt

Similarly the parallel lines are created by smaller trees on the

@N:same plane._ The planes in this picture appear to be: endless.-

I

ES

o Van Gogh' "Cornfield and Cypresb Trees" repeats the pattern.

_ ters depend for their position tn ‘the picture on their relaﬁion

e ETE -

;Here the cyprese tree serves as the central object and planes of

rl

orange, green blue and white follow each other.

In spite of Septimus importance in the nOVel the.charac»'

ship to Mrs. Dalloway. ‘It is ironical, but certainly not

'accidental that the characters ﬁ?o have some part in Mrs.‘f :

-Dalloway s past appea= on the plane closest to her. This is ln

‘keeping wi:h Virginia Woolf's attempt to expressasomething of the

endlees and all—encompassing aspect of nature and of reality

R

EN

B -—the past being jU$L as important as the present.: For example?ﬁjf

i}

: Peter Walsh is far more important to Clariesa s paat than he isfrf'

' to her present.’;ﬁ,f'

As Roberts points out, the relationehip between Mrs. s

alloway and Septimms Smith offers an: ezample of the satisfying'f T
aeathetic agreenent of formn ns defined by Roger !ry Virginiagif”fﬁ

"1,Hoolf tellc us that th.-o tuo charactero are one and the aa-s

'P€1!°“-;1§‘ We do not need to depcnd an the author




f 'which‘arefhas'

'v‘I&‘

interﬁention, hb&ever}' It'is made extremely tlear in the novel |

-3

that the characters complement each other. » They are "obposite

-

phases of an idea of life itself.";é ihey complete each other

and are real' only within the limits of the novel, since

@

Virginia Woolf sacrifices the individualism of actual life and

' ,of the conventional novel in her search for iorm. , Y

Tbroughout the novel the author works at building the

‘e

,image of Septimus and Clarissa as complements of each other.

They supply the dark and light hignlights of the painted work of °

art. Perhaps the most obvioug aspect of this relationship can

o~

78

“be seen in what Roberts refers to as "Clarissa '8 elementary love o

of 1ife and Septimus 8 repudlation of it."

. to live.™

/15,

'as this, of.courSe, ﬁor Clarissa has many of the negative

qual@ties which are an integral part of Septimus\ personality

-'""she alway:?
;161YC

] he feeling that it was 4ery, very, dangerous
irsalyy Septimus has some positiye qualities

-arts of Clarlssa 8. nature. ~For example, Just

v g
‘ moment“»(p. 200) to. kill himself becaese, "He - did not want to_

vlfe was good" (ps ZOOYQ Generally, however, Clarissa .

constantlf threatened by 1ife. There 15 a certain inevitable

_ordar about the relationabip of t:hese two sides of th:ls single

It is not as simple }'

v U

| In the nev.ejl. Seprims and Chruu are less -vi’.npor_tant in
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the.:l.rl roles as in_dividuala ‘and no_re importa_nt as basic parts of

~ the fornal pattern which is 80 important to Fry and the Post-
Impreesioniétt.. *An important aspect bf the painter"s job is

linking the opposite Sfi;des of, the picture together, as we will .-

see clearly when we meet Lily Briscoe in To the Lighthouse:

Virginia Woolf has a similar prohlt-im, especially' when ne
 consider that the two major -characters. of the novel do not ever

come into physical contact with ea‘eh other. Carefully arranged‘ :

, throughout Mrs. Dallowa_x are, a number of incidents and rhythms

-

"designed specifically to create order and a sensation of
‘ ,inevitability about the forma'.L relationship betueen Clarisaa and.
. Septimus -for the relationship is purely a formal one. There is
’ r | the sensarion on the part of e reader that everyth::ng ebout |
n” _ ".v' ) the *relationship is as 1t should be and that nothing should or ";"
£ Y could bwhar(ged This, it will be recalled. is one of Fry's |

- .requirements aﬁo -the work of - art~ one which he fomdgfulfilled
& '

it

“ | ‘_ 1n the painting i .f .the Poat-I '}:esﬁionists.
o | ' one &ch rhythm is f:gmd in, the recurring image of the coin
being thrown into the Serpentine. which is %t obtr&sive enpugh

to be considered a symbol. It firat occu*s “as Septimus and ,

>C1arissa, unconscious of each other. watch some great being; ‘,v RS,

' drive down the London street. ,,,Clerissa hecomes for a moment lost:" B
4in her memories. For no apparent reason “she remenbered once |
throwing a shilling into the Sexpentine" (p 11) " The memory .

. of thia small incident tinkles through her thoughts and dipappears : |

? agnin in the nanner of-a cloud’. | It occurs again in this fleeting

"

&

.
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manner when she hears of Septimus' suicide, towards the end of -
the novel, so that immediately the reader connects it.with the - @ .

throwing away of Septimus' life.’ In this suhtle»manggr”Septimus
is given a little place in Clarissa's past, so that automstically
he becomes eligible for a place of importance in the formal

‘Jesign. ° - - T L S 5?"
', Another such rhythm, almost as unohtrusive as that of the
coin, occurs with ths Shakespearean~refrain, "Fear no more(the

» o
heat o' the sun.".’ The refrain occurs only once in its original

form, as Clariasa remembers reading it once as a young womaﬁ in

the past: ’
w ’ | | )
Fear no more the heat o' tHiff '
Nor -the furious winter's rg . A
: b - - N
. -ﬂhereafter it appears in slightly alt 2 Whenever it
{) ‘W ” M :

appears 1t 1s’ wit :5 glancing moremeht, eppearing and
o - : 4. ’ N
disappearing jus ; [¥¥ely, almost invisible. Like the

v rhythm of the coi e is nothing blataht in its'preeentation;"

-

but a curious gentleness and comfort It seems to existhin the
:?novel for no other reason but ag an almost invisible thread in

the manner of an almost invisibli 1ine linking the two major

forms of a picture together ih ttempt to establish order and

AN _
unity. lt would be a mlatake to consider either the throwing of

the coin or the heat ofgihe sun as symbols. There is too much of

. ‘the intangible about them for such an interpretation.’ They are .
PR

wy
ﬁ%%a fleeting and light 1n appearance. They simply serve to link ot
two opposite sides of the plcture in the manner of the Poat- '
Inpressioniats.~ _i~' S , S A\ : (: Lo



.,w.het etolid dieregard of plot in Mrs. U%, ez; Since she is

'primarily concerned with the secret life , Virginia Woolf pays

Va
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The readef cdnstautly Seee inc¢idents from the life of

AN

Septimus echoed in Cla:i”ﬁéf;"‘:ns life, with sometimes ‘orily a

‘subtle difference. There is; for example, the_ old man who
appears and goes downetairs as Septimusg throws away' his life.

He is echoed in Clarissa's life by the old woman who goes ’,j ;

L

':upstairs as Clarissa thinks about Septimus suicide and the coin ’
- thrown _i-nto the Serpentine. . The use of thesea. rhythms and echoes

 brings a certain balance and order to iihe; novel, similar tc the

balance and order sought by the Post-Impressionist painters.

-

1like that of one standing before a painting
~ begins to see, . as Fry would see, how this
‘mass necessarily baldnces that, how this
line repeats, with & difference that ¢me, how
,a highlight. here i.nevitably answers a shadow
there, how, in.ot words the meaning of the
picture lies in odf ﬁ‘iscovery of the fact that
the forms agree. . . . Our experience as we
" ‘contemplate if is#Rie pleasure that Fry would
have found before a"good{yicture “—the '
. recognition of order. .

)
&

Evidence of virg inia Woolf ' break wi;:h the past is found

scant at:tention to chrondlogy. Mrs. Dalloway is basically the

The rea&r s .response to the whole is very’ much’ R

p“esentation of varioua excerpts from the past of Clarissa, Peter

Wa...sh, and tQ.ﬂ...lg}aerAagree the past of Sep us. Because she

>
is presenting the subcouscious of these characters to the reader, (

Virginia Woolf roams ag,will backwards and forwards #n time.

\ . /J

/
Tizme changes from ome paragraph to "he next without tning as

‘_'the reader is mrved frdm one chatacter to anot;her\ 'I'ime changea

N . S e L @h

X

‘AsROberts says, - B N



toc within each 1ndiridual‘é‘suBconscious as he or she ranges
froﬁ the present to the immediate past to the ‘distant past, and

nog necessdrily in that order. For‘example, Peter Walsh goes

_ back and forth in time from his love pffé&rﬁwith;elarissa to that

with the married lady in India. There 1s no attempt to set the

various reminiscences in any time"relation to each'other. There

is not even an attempt to point oﬁtmthe 3rder in which particular

incidenta of the reminiscences occur, éﬁronology has no place -

in this‘aspect_of the novel.

¢« Since chronolfgy is unimportant to the development of Mrs.

Dallowaz, there is lirtle scope for, orAinrerest in causality

’ and therefore little attention paid to plot development.

A_«.’.\ “6} > 'Uﬂ -

v0ccurrences are presented merely as.a part. of the larger picture
s

of life. Nothing of major importance appqgrs to occur 1n the

novel or rather, 3vents like Septimus death which might
of novel are downplayed and allowed_to merge into the_noyel as

' ihevltaﬁle pargs‘of\the‘flow of'life aod time. Seprieos' death
appears oo sﬁaller, but‘cerralnly no lerger,rhan eny other event

uof daily existence. Septimus must’die in order that Virginia
w001f complete her picture of life.\ Like Clarisaa 8 ‘action of

" throwingsher coin into the Serpentine, Septimus death has its

"place in the larger scheme of things.b Who can tell which ona

b makes the greatest ripple? Thia is the question that the author 5

aeema to be asging
Chronology uay not: be important to the &xthor of Mrs.

Da z however, as Roger Fry and the Post—I-prensionista

,7,'» .

normally be built up ig'major catastrophies in a different style‘

82
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- point out, chaos and muddle are detrimen_tal to the work of art.

Virginia Woolf shares this sentiment. She is aware .that form is .

‘ the important aspect of the type of work ahe wishes to present.
Because order and unity are two.very important aspects of form, :

although chronology plays no great role in her novel she uses

\it to impose order on an otherwise chaotic situation. This\:\'makes;

. 7

one recall Gauguin s advice about shadow. Use shadow or 6o‘not

use it, whichever suits your manner of expresa'ing your vieion;

but do not be a slave to it. Having decided that a.writer should

_ mot be a slave to «chronolog\y, Virginia 'Woolf uses it as a means
* .
Voo .

“to an end. In Mr& Dalloway it becomes A backdrop for the more

Ll

“"important features of the novel. The novel, as we have

&%Wablished, is devoted to the journmey back in ‘time of the main

i

eharac ers,,, , cessarily in chronological order. Me'x'nories_

’ appear and d a8 'memo-ries .usually do, haphazardly withdut

" -y(any regard to

S ':;}ﬂ of order, Virginia WOolf has, as a background the chronological '

BERR X4

events of a single day in the life of Mrs. Dalloway. This'

T s.teady and continuous thread runnin.g through the novel adds

“.\R‘f’w‘. ~

bogmdaries which create order and unity in the novel.
There is no question of a grand resolution at the end of the

; novel, for what 1is there to be resolved? Peter Walsh geems to |

indicate that anything having once had stenca continues t_o‘ .

exist through all time. The eader neve discorvera, and dpes mot -

C . :
find it important to do so, ther uari-sa B life v:u‘l change

v

sequence. - In order to prese.rve some sembla'nce :

Q\ .
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in any Qay and whether Peter will return‘to his Indian lady.
The author: it seems, wishes the reader to'anderstand that if
there=are any changes theseAtoo will be absorbed into the
general scheme of things, and as such, need not‘create excite-

. ‘ “
meént. Much as the reader might anticipate with pleasure the

hresolution of plot in a different type of novel --—the tying of\*

all loose ends so to spegk-- in Mrs. Dalloway he 1is struck with

*

the rightness of the situation in which there are no ende to be

<

tied anﬂ no interest in causality Mts. Dalloway's party,
Septimus death, Peter Walsh's diaenchantment, throwing a coin.
into the Serpentine, these are all small pieces in the larger

puzzle of life. The reader clearly understands what Virginia

, Woolf is doing when hz feels with Clarissa glad that® Septimus

'had killed himself,

-
. . . glad that he had done it; thrown it
away while they went on living. (p.206)
Septimus may have died but ne is still as one with the trees and
the sea and all of nature. ' The reader has, by the end‘ef~the

novel, been conditioned to accept Septimus -death. ‘Suchvetate-

ments as this one made by his counterpart, Clarissa, have helped
'S

the reader towards acceptance “of the inevitability of dedth in

the world of ‘the novel' *-

. . . did it matter ‘that she must inevitably

,- cease completely; all this must go om without
gher; did she resent it; or did it not become
consoling to bélieve, that death ended absolutely?
“but that somehow in the streets of London, on

. the ebb and flow of things, hee, there, she -
< ‘u’.‘EE;; Peter survived, lived in each other, 2

sheybe part she was positive, of. the trees .

at hcne‘ ‘of the house th#re . o'

©N\AR P
.//I :

- . . . 0 .



part of his existence; a move, moreover, which,isvgbsolute%grv
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part of people she had never met; being
laid out like a mist between the people
she knew best, who lifted her on their
branches as she Rad seen the trees lift
the mist, but-it spread ever go far, her
life, herself. (pp. 11-12) -

There 13 none of 'the sadness, therefore, which is conven-
tionally connected with the déath of a major ﬁgaracter. There

is no occasion for sorrow.' Septimus will contdnue to be as 1ong

as there’éie other people and as long as there is nature. The -

1dea 18 expressed too in a statement which Peter Walsh makes

abput{ciarigga's belief that : B

l . . J‘one must seek out the people who

= completed them; even the places. 0dd .
affinities she had with people she.had .

never spoken to, some woman in the street, l.

some man, behind a counter —-even trees, or

. | ~ barus. It ended in a-transcendental theory

which, with her horror of’death, allowed her
% believe, or say that she believed . . ..
~ that since our appéritions, the part of us _
' which appears, afe so momentary compared with o
the other, the unseen part of us, which ' :
spreads wide, the unseen might survive, be
‘recovered somehow attached to this person or
that, or even haunting c aces, after
., - death. (p. 169) - e
: . ~ K T ] .
Septimus' death, theié§g§e; simply effects his move on to ane%her

. tw sy N
’ 3 gy 3 .

necegsary in the realm ef the novel. The rightnéss of this
situation and others forces the reader to recall ‘Roger Fry &

'¥statement that everything about the, completed work of art Ehould

1l

”appear as 1nevitab1e. - v" BN

There 1s'futther evidence that like Cezanne, Van Gogh and

s
Gauguin Virglnia Woolf broke with convention. Couversation. or
(

.the lack of conversation, is another contributins factor to hnr

..w



departure frow convention. Conversation has been used by an
endless numbet of writers to ;end a tene of‘verisimiltude, a
touch of actual life to\the noﬁel; Thecreeder expects and ie
c\usuflly given a great deal of conversational exchange between .
characters.. This is one way of building character and of pre-
senting to the reader a well 'rounded' and authentic-seeming

set of individuals. Virginia Woolf ie not particularly qoncerned
with verisimilitude. Her aim is not to present an 11lusion but
to present truth JLa particular kind of truth which is not to be

found 1n the easily reproduced surface of life. She uses convet-.

sation, therefore, sparingly and only when it is necessary in he?

.~ expression of 'igea', In Mrs. Dalloway, therefcre, conversation

has been reduced to the bare necessities. Where it does appear
o _ N
it 1is sketchy in the extreme. It is ironical that conversation,

the surest way of communication between human beings, has often
been used as a means of hiding inner truths. 'Small talk', about

.

the weather, about‘time, has often been used to prevent undue .
probing into the real' qualities of human nature and into

;ife generally.’ Because Virginia Woolf 1s concerned ch!bfly with
the truths which light convereation attempts to conceal and not

with appearances, she negleete conversation in her novels.

_ Since ch;racter building in the n:annet? that E.M. Forete‘i-
.~;uescribe§ it is mot of particular intereet to Virginia Woolf,

" she 1s doubly justified in.iindting conve;s;tion.- Clariesa'is
ot a fully 'fbuhdgd' charactet. She nncda Séptilua “to effect N
her completion. The author doe- not attelpt to -trens clarissa'

individuality but to -nkc it clocr that she is ainply a part of



. hef surtounraings. a necessary part of\c?d‘rac, but A part f'or 511
that wh:l.ch depends as heuvily on her surroundings as they depand
on her. Clarissa is more important as the ;entral fom in the
vork of anf than as an indiv:ldual . .

Neither vctis:lmilitude nor photographic repuuntation is -

important to Virginia Woolf., The characters in this novel. lvd.\

w

the more 1mportant ones, are all faceless. It is clear

Virginia Woolf has Post-Impressionistic ideas about po

Although the reader 3rows to know Clarissa qu:l.te wtu‘r o l

>

Clarissa's éppe?arance is her pink féc:e and birdlike aspect |
—colour and lige. | | |

Virg:lnia Woolf éould cettainly never be accused of pregeut-
ing her characters dressed down to the last but.ton of clothing.

‘:-.@‘ The reader realizes, because of a few fleeting references, that
' the novel 18 set sometime. ‘soon after the end of the war.‘ :
* Virginia Woolf 18 very car_efu]: qot to date her wqu by makix;g
*"‘speci‘fic fefértnces to any ﬁélnor details”of clothiﬁg;&r énything
else. which migl't be considered peculiar to a certain era. Mrs.
- Da x might he set :ln any period of history, :Ln gpite of - the o
» fleeting references‘ to 'the war. ‘This-novel ‘has relevance for '
. ' any age. This we know to have been ona aim of the Poct- o ;1
. Inpruiionut.. '.l'hcy too aou;ht to [imbue th‘:lr 'ork v:lth s

AN N

quality of. q-lmn. .ny pllq:lnz all the emphasis on for_. g
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[ed

and colqpr.the& succeeded, because these are two qualities which
1

will remain'im@oréant to all ages even”thcugh the degree of their

importance may vary. “

Cezanne, Van Gogh and Gauguin~a11 feel thet the painter

should get to know the artista of the LSLvre, but he should

‘3

_leave them behind and 80 Spc on his own when he is about to

create. Virgania Woolf feeto nuch the _same bggt the usefulness

- 0

of the library. As Johnstone points out; Virginia Woolf "is

well:acquainted with the library,‘bur has 1itt1e use in her

".1% Tieq tn with her

novels for the .facts that it offers hex".
dislike of conventional verisimilitude and photographic

) A .
representation_is'her disregard of strict accurecy in recounting -

the techﬁicalities of everyday reality:

{S]o we may find as we read her books that there’
. are tigers and elephants in South America or
that Scarborough is 700 miles from Cormwall, her BN
characters may feed wide awake chickens by lan-
tern light or cut roses . . . in a Lincolnshire -
garden at christmas. . . . She would not have
" been concerned if these lapses\had'beéh'pointed-
out to her; they do not after all injure her .
work. :

Fry comp;res the novel to a8 Chinese paintlng’on:rdils of-
silk, the unity of which “depends upon the forms being presented
to . us in such a sequence that each successive élenent is felt to

ehave a fundamental and harmonious relaticn with :hat which pre-

n20 He feels that because of thia aspect of it. nature,

rk

'¢it 1s not possible to achieve vith the navel the to:al all—

ceded ic."
;.n30-plllin§ unity'which 1. possible in a p'tntins !ht unity .
~og the nml in rather a 'mmiw mity' Aceonung to- 'lty,(

[
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"begause of the successive unity of the novel, the manner in

‘which the aesthetie emotion is aroused by arpaiuting differs

from thaf'in which it is aroused by a novelu Time plays a large

~

part in determining this differemce. The spectator experiences

the»aestheuic emotion even as he looks at'ehe'peisting. His
aesthetic response is immediate. . This is not so in the case of
the feeder, He does not.experienee the aesthetie emotionvwhile
he reads the novel.‘fRather, his experience is dalayed until

after the reading, -upon reflection on the unified whole.

Virginia Wbolf is aware of this and attempts to rise above this

) 1imitation through the creation of her 'moments of being'. The

reader stlll awaitsg the end of the novel for his total aesthetic

experience, but there -are moments within each of.Virginia_Woolf's

'novele when the reader is invited to experience brief moments of

immediate aesthetic'eXperience.——momeuts‘when the aesthetic

feeling created is as immediéie and whole as that creaied by the

painter. In order_ﬁo achieve this VirginiaﬂWoolf'creates

. foments of Figuificahce whiCh have their existence within the

~ Johnstone describes such menis as

"novel as a part of the successive unity and yet exist on their

own, almost as miniature objeéte of art in their own right.

. e .‘significant moments, moments when the ¢

" spattern of life can be clearly seen*‘when _

. sorrow Eicomes joy and ugliness gives way to
4 beauty.

This is not unlike a painting which through perfection of colour

¥

‘and line, merges”the beautiful and the not so beautiful to create :

perfect whole in vhich the ugliness of particuqu;objeete is



P 4 o //' 50
forgottan in the face ;f tﬁe unity wﬁich/it helps to‘create.
-This ;s often true of the paiﬁtings of/Van Gégh and Gauguin in
yarticular-who choose their subjects; not for their surfacé’
beauty but for”thgir inner beauty and symmetry, Examples of
this‘méy be found in’'the paintings Van Gogh makes of himself |
while his eai is baﬂdaged, Examples may be found too in

¢ Gauguin's béintings as for examp%e, “Anna and the Javanese"
and "Contés Baipares", in each of whiéh,there is a_figure,
élmosf deformed, which wculé pfcbably be calléd ugl&rin eﬁery—
day :ealiﬁy;ﬂand yét, this figure fi£5Aﬂaturally.and4eve£
inev;tably_into the symmétry'of the pictures in ﬁuestion.

o ﬁrs. Dalloway ek?e?iencgs suchla moment of perfection when
for no appafent reason she fe®ls in tune with the world around
~ her; in tﬁne with tﬁe conmbnpiéce sounds such as ﬁhe closing of
the door, the sﬁgsh of fhe maid's skirts, fhe;whistling éf the
cook‘anq the click of" the typeﬁriter" She e#periences-sﬁéh a

o W/ R

moment in this passage: ‘Z
' ; : : / .
She .’. . felt blessed and purified, saying
to herself, as she took the pad with the
. telephone message on it, how moments like
. ~ this ere buds on the tree of 1life, flowers
‘ of darkness they are, she thought (as if some
lovely rose had blossomed for her eyes only).
(p. 33) . .

- Because the moment of simplicity is 8o perfect the readér feels
with her the immediate aesthetic response which is possible
before & picture. - ' ’ .

K Another such moment occurs when'Peter Walsh watches the
e ’

amb’ulzmcé which takes'Septinmé'rmangled body away. It is

A}



ironical that such a moment occurs at exactly this point. Peter

does not know of Septimus' death, of course. However, the
ambulance with its bell hl%ring heralds-disaster, _It'is“alh_the
more impressive that Virginia Woelf should choese this time to
create one of her exquisite moments. Even though Peter Walsh

"knows that the ambulance with its bell signals death or disaster,
he registers the perfection of the moment. He sees in’ the

moment an order aﬁd-perfecti@ﬁ which is found most often in art
. : 4
rather than in real life: E -
One of the triumphs of civilization, Peter Walsh
thought. It is one of the triumphs of civilization,
‘as the light high bell of the ambulance sounded.
Swiftly, cleanly, the ambulance sped to the hos-
pital, having picked up'instantly, humanely, some
“poor devil; someone hit on the head, struck down by
disease, knocked over perhaps a minute or so ago at
one of these crossings, as might happen to oneself.
That was civilization. It struck him coming bfck
from the East --the efficiency, the organization,
' the communal spirit of London. Every cart or:
} carriage of its own accord drew aside to let the
£ ambulance pass . . . was it not touching . . . the
respect which they showed this ambulance with its
victim inside --busy men hurrying home, yet in--
stantly bethinking them as it passed of some wife;
or presumably how easily it might have been them °
there, stretched on a shelf with a doctor and a
nurse . . . really it took one's breath away, these
moments; there coming to him by the pillar-box
opposite the British Museum one of them, a moment
in which things came together; this ambulance; and .
-14ife and death. (pp. 167-168) N

iThere are several such moments in Mrs. Dalloway, but they seem
only to occur in the novel when a character feels in harmon& with
his‘surroundings; when for a brief moment he has‘insight into the
rightness of things. Theee unexpected moments can occur even

. N
inspite of the unpleasantness of the bharacter's situation. For

«
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 example, Peter Walsh sées beauty and crder in a moment fraught

‘with terror and death. This is possible because, as in Fry's

ideal object of art, subject is irrevelant form is all~

'important, Peter Walsh sees order and unity because there 1s-
- .
_about the situation a curious inevitability. Everything is

happening as it ought'to be and nothing could legitimately be

changed. Mrs. Dallowaj’explains what takes place at such moments
4 . ’ .

and the effect which they have on one. She feels that

(. . . strange is- the power of sounds at certain
moments). . . . Only for a moment; but it was
enough. It was a sudden revelation, a tinge like
‘\q . a blush which one tried to check and then, as it
' spread, one yielded to its expansion, and rushed
to the farthest verge and there quivered and felt
the world come ¢loser, swollen with some astenish- .
ing’ significance, seme pressure of rapture, which
split its thin skin "and gushed and poured with an
extraoriinary alleviation over thé aeracks and sores.
"Then, for that moment, she had seen an -illumination;
a match burning in. a crocus; an inner meaning almost
. expressed. But the close withdrew; the hard '
D *h softened.” It was over - the moment. (p. 36)

The emotion which Mrs. Dalloway feels and that which Peter Walsh
feels is equivalent, therefore, to the emotion which the
spectator_experiences as heistands_before a.perfect objéct of
art. It is an experience which\cdmes‘:e a result of order,ﬁ
harmony, unity -—the qualities whichy wher found in a work of a
f‘;art, give riee to the aesthetic emotion. Scattered through the a
novel as they are, these moments create a delicately moulded | R
network through the novel which works much as .the rhythms ~-the
heat of“the sun ‘and’ the t:hrowing of ‘the coin— do.’ |

It will be remembered that although Roger Fry belieVed that

form i8 an important aepeot of art, he considered significant
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».form to be.even.more Ymportant. Sigﬁificant form occurs in a
work, he said,‘when through the pleasing agreaméht of forms, tho
rpectators are made to feel that the artist reveals in his work
truths which they have always known sabconsciously, but which
have remained lateént im themselves. The spectators are made to "
" feel that the artist, by revealing theée truths, reyeals some—'
thing of himséif; This significant form is ocﬂéived'vhenbthe
work of art a&akens in the spectators thé feéling that nothing

in the work oould be changed‘without permaﬁeotly &isrupting the
whole, ~and destroying some undefioablevquality. With Septimus'
death and Clarissa's satisfaction at hie dying the author creates
a moment of such perfection, a sense of the rightness of things.
This rightness is echoed and reechoed in the form which the

novel tokes, in the rhythms,, in the moments of being and in a

~

myriad of other ways.

TO THE LIGHTHOUSE

The influence of Roger Fry and the Poat-Impressionists

reaches its peak in To the Lighthouse. As it does in Mrs.

Dalloway, it becomes clear in To the Lighthouse that, like the
artists she admi red, Virginia Woolf is determined to break all
.tqs bounds imposed by convention, or at least as many of them as
do not serve to expresa her visien. Once ‘again she discards the
conventional uce of chapte: division. <To the Lighthouse is not,

‘ however, ome continuous flow of narrative as is Mrs. Dalloway,

which preceded it” 1Instead, the novel is broken into three main

] o
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parts —-"The Window“, "Time Passes", and "The Lighthouse".
Within each part there are other divisions of varying length.
For example, while Section 1 of Part I fills over ten pages,
Section 2 1s limited to two sentences:

'No going to the Lighthouse, James', he said
as he stood by the window, speaking awkardly,
but trying in deference to Mrs. Ramsay to
soften his voice into some semblance of
geniality at least.

Odious.little man, thought Mrs. Ramsay, why
go on to say that? (p. 18)

e}
Section 15 of the same Parg I is even shorter:
'Yeg' said Prue, in her considering way,

answering'her mother's question, 'I think

Nancy did go with them. (p. 91)
Section 6 of Part III is a mere three lines long and seems at
odds with the remainder of- the novel; a'seemingly unnecessary

v

insert, and one which certainly would not be deserving of an
‘entire section in # coanrlionalinovelz o

(Macalister's boy took one of the fish and.cut a

square out of itg side to bait his hook with.

The mutilated body (it was alive still) was

thro‘g back \{nto the seaj (p. 205)

In each case, an entire section is deVoted to one, or in

. the case of Section 2, Par€~1, two s;Qtences. This, naturally,4
draQs attention to the sectioﬁ, ;s it is méantwto-do. For
Section 2, Part I, the reagon seems readily appareﬁt;‘too much
so perhaps. Why, of Cdutse, ﬁe think, the trip‘to-the LigﬁthOuse
is a mAjor ngnt in the novel. Since these t&o sentences discuss
‘the possible postponement éf thé trip, Virginia Woolf wants to

>hav¢_it stand apart for the reader. Were this the reasonm,

howeéer, would she not have chosén Mr. Ramsay's identical’
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assertion tc which to draw attention, rather than tﬁat of a
minor character? Furtharmore, he is the one who finally makes‘
theitrip, ﬁen years later. |
The choice to draw attention to these three incidents by
+allowing each avseparate section of its own is very much in

keeping with Virginia Woolf's vislon. sAs we have seen with M X,

) 1

Dalloway, Virginia WOoLf

incident, every olﬁg}%‘

general scheme mfﬂw

'as a part of her Wﬂsion that every

’
19’&n particular place in the

being moxre or less importanr in

the owverall picture, except to those closest to them. This

point is made succinctly in To the Lighthouse whgn'it dawns on
Mrs. Ramsay that the Manunings still continue to exist even
though she has not thought of them for years, just as she
continues to be, even though they, in their turn, do not think
of hef:
But how strange, she repeatéd,:to Mr. Bankes'
amusement, that they should be going on there .
~still., For it was extraordinary to think that .*
they had been capable of going on living all
these years when she had not thought of them
more than once all that time. How eventful /
her own:life had been, during those same
years. Yet perhaps Carrie Manning had not
N thought about her either. (p. 101)
- Virginia Woolf wishes to point out that the great being who
7
arranges all nature, be it God or some other super power, sees
8ll incidents as equal. Man by his close emotional involvement

in daily existence, is guilty of shifting particular incidents

out of proportion to others. Chaptér,'af“section divisions in

To_the Lighthouse, are used, not to indicate story deve}opment,‘
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but unconventionally; as a means of overatatement.in order to
point out‘that in the general scheme of nature or reality there
are no gre&t or little‘inéidents --all are of equai importénce.
Her vision is different from that of conventional writers who‘
attempt, it seems, to show that life is a collection ?f
catastroﬁhic events all somehow linked together;/or 1f there are
1ittle moments, th;y are not the 'proper business' of art.
Virginia wOolf,‘by elevating the moments of seeming ﬁnimportancé
.--the sections discussed ﬁbove, tries to show that the little
moments are Also the proper business of literature, for life is

made of littlé else. She once wrote that

So long as you write what, ge to write,
that is all that matteraj -yt her it’
matters for' ages or only faoff , noboay \

¢an say. But to sacrifice a hair-of the head "
of your vision, a shade of its colour in - ;
deference to some headmaster with a silver pot
in his hand or. some professor with a measuring-rod
up his sleeve is the most abject treachery, and ‘
the sacrifice of wealth and chastity which used

to be said to be the greatest of human disasters,
.a mere flea-bite in omparison.

Shelconsiders it a parg of her vision to sth that the little
moments have tﬁeir own importaﬁce, and if it means that she
must break the rules of convention iﬁ order to present her
Giéion, then she is prepared to do so. '

- Just as fhe vision of the Post-Impressionist painters
4iffers from that of conventional'paintérs, Virginia_Wooif's

vigsion differs from that of convéntionul writers. Her uncon-

ventional use of sectional division in To the Lighthouse has

about it an aura of the Post-Impressionists' belief that the

*
»
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artist should feel & freedom about using his tools. That is,
the end result is more important than the method of achieving
: »
it. The Post-Impressionists do not condemn conventional
mathods out of hand for they arve not averse io using them in an

uncpnventional manner in order to achieve the effect which they

dedire. In Mrs. Dalloway because it sults her purpose, Virginia

Woolf igncres chapter or sectional divisions completely. 1In
' 3

To the Lighthouse, however, by her use of’sectional divisions,

Virginia Woolf makes use of a conventional tool in an attempt to
express her unconventional belief that all the events of daily

existence are of equal importance in the grand design. This
‘ w

unconventional use of sectional divisions reminds the reader of

Gauguin's statement regarding the use of shadow:
% ' )
- I will get as far away as possible from that
-which gives the illusion of a thing, and
since shadows are the trompe l'oeil of the
sun, I am inclined to do away with them,

Howevér, Gauguin feels that if the shadow serves amother artist
in the completion of his creation then he is at libertv to use
the shadow:

If in your composition, shadow enters as z

nevessary form, it's a completely different

thing. Thus 1f instead of a figure you put

the shadow only of a person, you have found

an original siarting point2 the strangeness of

which you have calculated.

Virginia Woolf's decision to ignore chapter di}vision ‘

compietely in Mrs. Dalloway resembles Gauguin's theory in that

she cqmpletely ignores anything which does not work éctively in

. the expression of her vision., By the time she writes To_the

[
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Lighkthouse, however,,ahe gseas that the use af conventional
sectional 1nteiruptions can work in her favour if used yncon-
Ventional_lj and in an Briginal manner. In effect, she takeé
Gauguin's advice and she pJ!E in her 'shadow', thus proving that
she is not a sluve fc her tools. The use of sectional divisiouns

" 4n To the Lighthouse 1s, therefore, a calculated choice as .
. &

Gauguin would have it.

\

Ancther aspect of Virginia Woolf's departure from the con-
ventional nogel is found in her treatment of plot in To the

~Lighthbuse. As John Hawley Roberts points out, although there(\

is, of course, a story in-To the Lighthouse, the story element

‘ of the novel assumes a minor réle. There is no attempt to hold
the audience gpellbound or to create interest by detailed
accounts f thé more moving aspects of daily exigience such as
death, parriage and the characters' reaction to them. As Ft§
points 6ht,-the work of art should inspire aesthetié emotions,
not the emotions associlated with daily reality. The'arfistic or
aesthetic‘react§on differs from‘that of everyday reaiity in that
there is a detachmeh% in the'aesthetiC‘reaction wﬁ;ch responds
not to sensatiops such)as those epgendered by catastrophic events
of daily life, but té formal relationships. This couprises
- gignificant form. For examg}e,'the reaction the’spgétator
experiences at the sightlof Gauguin's picture "The Yellow Christ'
is n;t that of pain or soTTOW #; Christ's auffering, bﬁt is

caused entirely by the perfect agreement of bold colour and

ha}mony of form.
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Fry admits that it is not casy for literature to detach
itgelf from the encouragement of this non—uestheticvresponse
which 18 a‘reaponse to objects, sensations and events. The very
nature of the novel, its 1ooseness,'ﬁ;ecludes total abstraction.
After all,‘no matter how much the author tries to suppress it,
the story element iz always present. Virginia Woolf realizes
this, ard although her novel deals with conventional tdpics such
a; ‘riendship, marriége, human relationshi;s genefally, and

sdeatl. she treats them in an unconventional manner.

Look at the love story of Paul and Minta Doyle," for example.
The story is not an unusual one in conventional literature. The-.~
coﬁrtship of two young people has had its ;I;;;Min tﬂe eerliest
forms of literature, It is ideal for plot development.
Delfﬁerately, however, the author precludes all thoughts of plot
development by giving the reader intimate insight into the start
of the relationship and after leaving it in the balaﬂée for 2
completé section, teils us without any further ado that their
marriage turned out to be a failure. From courtship to a failed
marriage is duite a quick step to take. The author does not ask
us to experience the emotions which the characters might
generally be expected to experience. By presenting.the informa-
tion starkly she prevehts such a -reaction as might impede the
aesthetic»experignce. The Post—Impressionist painters by ;
elihinating narrative painting achieve a similar effect. The

objects of their picture do not aim to tell a story but exist

only as formal entities ~-a part of the total design.a

’
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Mr-; Ramsay is the major charac'ter of To the Lighthouse.

The reader grows to know her intimately by being allowed into
her subconscious and into the subconsacious of the other
charactgru who constantly analyze her. In spite of this, in
spite of her importance inrthe novel, we are presented with her
death in an offhand, parenthetical manner which says more about
Mr. Ramsay than it does about Mrs. Ramsay's d;ath:

Mr. Ramsay stumbling along a passage stretched

out his arms one dark morning, but Mrs. Ramsay,

lhaving died rather suddenly the night before,

he stretched his arms out. They remained
empty.. (p. 146-147)

—— Mrs. Ramsay's death 1s treated as any other evemt. A prolonged

description of Mrs. Ramsay's sudden and untimely death, and Mr.
Ramsay's grief at it might very easily have raised in the
reader just those emoéions which Fry insists must not be a part
of the aesthetic emotion. Had the reader been a party to the
death scene itself, his reaction might have been the stock
reaction usually associated with deg;h iﬁ everyday reality and
in the conventional novel. Because we are not permitted to
-grieve with Mr. Ramsay and Mrs. Ramsay's children, we are forced
to take the death in our sttidg as just one more occurence in
thel;verall pattern of reality. ‘Since the work of art must
have icomplete auton&my, Virginia Woolf solves th; problem by
presenting a conventional topic --death-- in a new manner, and
in this manner preserving significant form.

A similar technique of minimizing the dramatic qualities of

the novel is used in the treatment of two major events involving

2

LOO
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Prue, Héﬁ: Ramuny's eldest daughter, fur whom Mrs. Rumaay ham
dreams of great heppinaun., We are informed on one page that
(Prue Ramsay, leaning on her father's arm,
wan glveo in marriage that May. What, people

taid, could have been more fltt{pg? And, they
sdded, how benut1ful she !ooked!! (p. 150)

/
(n the next nage we are told: -
[Prue Ramgay died that summer {n wome
1llness connected. with childbirth, vbich was
indeed a traged:, people said. They saild
nobody deserved happiness morea (p. 151)
"What, people saic, could have been more fitting? And they

added, how beautiful«ﬂhe looked!"” Here we have . .mmed up for us
the stoek reaction to happiness in daily exic<:ence. Then we are
given the stock reaction to sorrow, "It was indecd a tragedy,

pecple said. They said nobody deserved happiness more Some -
how, the fact that we are told phac it i8 a tragedy makes Prue
Ramsay's death seem less trajic. The stark presentation of
marriage, birsh and death and the unemotional summary of the
épnventional reactions "o them les.e the reader with little
choice but to accépt the events and treat them, first as a part
of the formal design of the novel, and second, simply as
additional events In the complete framework of reality. The
fact that we receive the emotions saecond hand help in our
acceptance,

1t should by now be clear what Virginis Woolf attempts to
do. First of all she over—emphasizes events of minor>importance

in the novel, such as that regarding Macalister's boy. Com-~

versely, she understates events, such as Mras. Ramsay's death.
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By doing this ‘she has effectively drawn the emphasis away from

'conventional plot development and e?fectively indicated that all
life is the business of the artist, nothing being too big or too
; little. She indicstes too that every person, every object,

every event has its own. pIAce in the overall design of reality._"

We are helped in such an interpretation by moments in the novel

N _.-'such as this discovery made ”by Luy. '

~

- D Life, from being made up of little
separate incidents which are-lived one by
- one, becanme curled and whole like a wave - .
which bore one up with it. (p- 55) '

'Virginia wOolf's attempt to show that all life, no matter how

N rseemingly unimportant or small is the business of the artist :

1is reminiscent of Van Gogh's determination to paint the peasants,
for%instance, unadorned in their daily dress. He does not, like
the conventional painters before him, believe ‘that he should

lpaint them in their Sunday best. To do so would be. to indicate“upf
‘-that he-has some doubt about ‘the : geasants right to be the

business of art.‘ But like Virginia Woolf who comes after him
-Van Gogh considers that nothing is too unimportant if it works

e

effectively”in the creation of his vision.
In character description Vitginia Woolf breaks with con- b'
‘ ventiou., We are never given a eomplete description of any'of
the characters.i Constant reference is made to particularly note-’
worthy features‘Bf the characters, noteworthy to an artist, that
-is. An example of this is Lily 8 Chinese eyes.a We are given a '
.'conplete description of none of the. charscters., Vhat is |

'v‘interesting, also from an artist 8 point of view, 28 that we. are '
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often told nothing“élse but the colour of a character's eyes.

ﬁe are told thatlﬁrs. Ramsay has blue eyes and a‘straight nose.
This is not renarkable 1f we bear in mind the Post—dmpressionists'
interest in:colour and line. The PostQImpressionists often paid
little attention to other minor details of facial outlinet It is
interesting to note that Virginia Woolf's sister, . Vanessa Bell,

is doing much the same thing in paint. For example, some of

her characters are merely splashes of vivid colour, where the

hat for instance and other clothing, and shape of the body is
more important than facial detail. The faces of her figures are
sometimes left quite indistinct and often 1eft blank withoufﬂanx
' attempt to distinguish features, such as eyes, nose or mouth. } v L/

‘Wefare told repeatedlyjthat Mrs. Ramsay is a beautigul - K‘~{f(

woman . Mr. Tansley, for example, thinks "she was the mqst :
beautiﬁul person he had eJer seen" (p. 17). ﬁe feels consider— ;
_able pride because he is carrying her bag when "a man digging in

a drain stopped digging and.looked at her; 1et his arm fall dcwn

i/

and looked at'her““(p.’18). - She inspires Mr. Bankes to,day of

her that "Nature has but little‘clay e like thatnof which she
‘moulded youl (pp. 34—35) Just.what she looks like/ue are never
told'\hOWEVer. We arc mever told because, like the Post-.
mpressionists and Fry, Virginia Woolf believes that the artist
must delve beneath the surface to find the reélity of the object

é

or personlbeing preaented. In order.to stress that’this is
what she has 1n, nind she asks us- this abaut Mrs. Ramsay.

But was there nothlng but looks? People said.
What was there behind it —<her beauty, her
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.splendour? + « o Or was ‘there nothing? Nothing
but an incomparable beauty. which she ived
behind, and could do nothing to dist b?

(p. 34) R , [N
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Mrs. Ramsay realizes that there is more to herself than can be

seen on.the surface. What is more, thia is a part of herself

which she does not_always want to share,with others. ‘Like an -

| artiet‘she gives this‘inner self ahape and colour:

.. . . now she need ‘not think sbout anybody. She
could be herself, by herself. And that was what
now she often. felt the need of —-to think; well
not even to think. To be silent; to be alone.

" All being and doing, .expansive, glittering vocal,
evaporated: and one shrumk, with a sense of
solemnity to being oneself, a wedge—shaped core
of darkness, something invisible té others. :
.Although .she" continued tc knit, and sat upright, -

it was thus that she saw herself; and ‘this self-
__having shed its attachments was free for the _
- strangest adventures. (p. '72) :

"A wedge-shaped core of darkness '--this is how she saw her-

self It is perhaps because of her. cloae association with Roger

-Fry and’ thus with the work of the Post-Impressionists, that

Virginia Wbolz places~what is, for a writer, an inordinate degree

viof emphasis on colour and line, and is prompted to describe Mrs
‘.1Ramsay thus. While realizing that this manner of escape of the
bi inner core is available to everyone, Mra. Ramsay indicates that
‘it is the artist, Lily or Carmichael who uaually finda it'

‘to everybody there was always the aenae of
L , unlimited resources, ‘she. suppoaed, one after
- another, she, Lily, Augustus Carmichal must
- 7. feel, our .apparitions, the things you know us'
" by, are simply childish. Beneath it is all -
.~ dark, it is all spreading, it is unfathonably
. deep. This core of darkness could go nnywhare,u
4 jfor no ene. saw it. (p. 73y = a

Lily, with an artist's perception, realizes that there ia

' v

LI
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more to Mrs. Ramsay than her surface beauty. Like Fry she finds

it necessary to go beyond the surface, beautiful though it may

be, to the reality beneath. In true Post-Impressionist manner

-

she wonders what was there to Mrs. Ramsay that drew.people to

her, the mathematician as well as the artist:

Was it wisdom? Was it knowledge, was it, once
more, the deceptiveness of beauty, so that all
one's perceptions, halfway to truth, were

. tangled in a golden mesh? Cr did she lock up
within her some secret which certainly Lily
Briscoe believed people must have for the
world to go on.at all? (p. 54)

Like Lily, Virginia Woolf realizes that she must reach beneath
person; in order to catch the essence of her being. For Lily,
since.her medium is ﬁaigt, the .answer is to reach beneath the

outer coverihg in order to find the essential shape of Mrs.

-
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the beautiful surface of Mrs.- Ramsay in order to know the 'real'

Ramsay. Like the Poat-Impressionists she searches for the basic

symmetry beneath. the surface. Like these artists too ehe is

binterested in the general outline, the basic ceometrical shape

which she sees beneath each surface. Sometimes she sees Mrs.
Ramsay as a dome: - ”
As she sat in the wicker arm—chair in the

drawing-room window she wote, to Lily's eyes,
an ‘august shape; the shape of a dome. (p. 60)

Later, when Lily 8 vision changes, she sees. hez as a triangular

purple shape" (p. 61) The shape changes, but it is interesting

that in both cases Lily sees a geometrical shape and it is

'interesting too that she always sees it in some sort of colour.

s

Lily always searches for and finds the basic shape beneath the

i

A}
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outer visible layer. Even though Mrs. Ramsay "is famous for
her beapty", the two artists, Virginia Woolf and Lily Brigcoe

' (created by Virginia Woolf) ignore the outer details and go

directly to the core cf Mrs. Ramsay. Lily's medium is p&inp,

~ therefore she reduces her to a "ﬁurple shadow". Virginia qulf's

medium is the written Vordy therefore, when she goes beneath the
surfaée, instead of the essentlal artisti:c shape, she =aeeks out
the_eésende of Mrs. Ramsay --the 'real' Mrs. Ramsay untouched by

the artifice and pretense»for those watching_hér. It is as if

Virginia Woolf sets Lily Briscoe up in order that shé might

. compare her own work with that of a painter. In character
~description, therefore, Virginia Woolf certainly igdores.con-

. ventional approaches. Aléhqugh.we are told repeatedly oflﬁfs.

Ramsay's beauty, we never'seé the outer person as clearl& as we
gee the inner one. We know Mrs. Ramsav intimately and yet we

can not describe‘hér appearance. In their presentation of

character, Virginia Woolf and her fictional pdinter, Lily haveé

“both piérced

beneath the trivial, obvious characteristics

‘of his subject, beneath the surface appear- ,
ance to seiZe, perhaps, the profound, internal,
plastic. rhythms of a liuman head, or to come to
an intimate intuitive understanding of animal
life . . . this is more than a "realistic"
account, given by the anxious delineation c¢f

“wrinkles on fur, or what the man cr animal
looked like. 22 . -

Again; with the discernment'which*comes with artistic
detachment, Lily expresses this idea wqil ﬁhen she says.of.Mr. ~

Lo

Carmichael that
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There was a famous man called Carmichael,
“she ‘smiled, thinking how many shapes one
pefson might wear, how he was that in the
newspapers, but here the same as he had
always been. (pp. 220-221)

It is not surprising, after what has gone be ‘ore, that Lily
thinks in terms of shapes. Although Carmichal and Lily Briscoe
say very little to each other, Lily feels that they understand

each other well. She has never read his poetry. "She 'did not

she felt it in him elllthe same" (p. 221). She. continues:

They mumbled at each aother on staircases;

they looked up at the sky and said it will
be fine or it won't be fine, But this was
one way of knowing people, she thought; to
knoy the outline, not the detail. (p. 221)

Form and meaning, says Roger Fry, should be one and the

'same. The Post-Impressionists certainly prove him to be correct;

and it is under this premise that Virginia Woolf works in To the

Lighthouse. The novel is largely a discussion, even-a comparison

of formal unity in human relationships and formal uhity in art; -
: - e o . ~

while at the saue.time the author attempts a unified object of

art. To the Lighthouse is a fictional expansion upon Fry's dis-

cussion in "An Essay in Aesthetics , which is about the
difference between actual life and imaginatiVe 1life.

In To the Lighthouse Mr. Ramsay and Mrs. Ramsay represent

opposite sides. Mr. Ramsay represents factual life, life of

untarnished truth which Fry refers to as actual life, Mr. Ramsay

" 1s described thus: o __ | R

What he said was true: It was alvays true. He
was incapable of untruth; never tampered with a

107

‘know wﬁat he had done, when he heard that Andrew was killed, but



fact; never altered‘'a disagreeable word to
‘suit the pleasure or convenience of any
m:§tal being, least of all of his own
chilldeen, who sprang from his loins. (p. 6)

Mrs, Ramsay on the other hand, represents the artistic, the

visionary side of actual life, Ag points she comes close to’

ekt

what Fry calls imaginative life."S?e is the creator and is
described in)terms suited to an artist:

' Her simplicity fathomed what clever people
falsified. Her singleness of mind made her -
drop plumb like a stone, alight exact as a
bird, gave her, naturally this swoep and
fall of the spirit upem truth which
delighted, eased,:sustained. (p. 34)

Both Mrj¥ahd Mrs. Ramsay represent truth, and they are both
. < ‘ , -
singleminded in pursuit of it, but there are two different kinds
of truth. Mr, Ramséy's is the uncompromiéing truth of the

realist., He facgs cleén, clearcut fact. Mrs. Ramsay's 1is the

truth of the artist, who delves furthg; than~the suffacé truth.

Her truth, unlike her husbands's, can be ‘QJ and ghaped to suit .

. her pleaéure. In this Mrs. Ramsayvis'reminiscent of Gauguin who
tells us, 'mo' he does not have a technique:
Or rather I do have one, but it is very fugitive,
very flexible, according to my disposition whem I
- arise in the morning; a technique which I apply in
my. own manner to express my own thought without any
concern for the truth of the common, exterior
aspects of. Nature.26 »
Mrs, Ramsay manipulates'truth in an endeavour to obtain a mbre
lasting aﬁﬁ.deepér reality. Whereas Mr. Ramsay feels that>Mrs.
Ramsay "flew in the facé qf facts" (p.A37),_Mrs; Ramsay says of

Mr. Ramsay's theory that .

108
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To pursue truth with such astonishing lack

of ‘consideration for other people's feelings,

to rend the thin veils of civilization so

wantonly, so brxutally, was to her a horrible
. + outrage of human decency. (p. 38)

The polarity which exists between the two characters is

described by Mrs. Ramsay in these terms:

,Every throb of this pulse seemed, as he

walked away, to enclose her and her husband,

and 7o give each that solace which two

different notes, one high and one low,

struck together, seemed to give each other
~. as they combine. {p. 46)

The reader sees, therefore, that this couple set up a contrast,

one against the other --brightness on one side i1s balanced

‘necessarily'by shade, Mr. Ramsay on the other.

Mrs. Ramsay tends to lean towards artistic vision as -
opposed to stark truth. However, she turns her energies not

towards unity'in art but towards unity in human relationships.

Instead of paint or words, she manipulates people. Mrs. Ramsay

_craves for order in the interreaction of the people aroumd her.
Since the ultimate relatiohship possible between human beings is X
that which exists between husband and wife, ahe turns her
attention, naturally in that direction We learn through Lily s

subccnscious that Mrs. Rameay would insist that
She must, Minta must, they all nust marry,
since in the whole world, whatever laurels
might be tossed to her . . . or triumphs
".won by her . . . there was no ‘disputing this:
an unmarried woman has migsed the best of
1ife. (p. 58)

Marriage, she believes, creates the surest bond that there 1s

\

between two people. She therefore encourages the courtship
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betveen Minta and Paul. She tries to arrange a marriége be tween
Lil} and William Banks. |

ﬁe re;iize at . the dinner'party that Mrs. Ramsay's problem
closely resembles that éf the artist. She must connect this
person ﬁith thét; this group with that, so as to achieve 6;der

She often decides to shift this person in order to unite him with

[
that one: . . W,

. . William must marry Lily ... . she must
arrange for them to take a long walk together.
Foolishly, she had set them opposite each

‘other. That could be remedied tomorrow.
. (p. 120) - ‘

¥

¢

She can see people being together only in terms of wnity and
"disorder. When she sees'Lily_and'Wililam'walking together she
thinks immediately, "they must marry":

Ah, but was that not Lily Briscoe stroiling
‘along with William Bankes? . . . Yes, indeed .
it was. Did that not mean that they would
marry? Yes, it must! What an admirable
- idea! They must marry! (p. . 83)

When  the  dinner gong goes off, ideally, it calls everyone
to order in the manner that Mrs. Ramsay desires:

[T]he great clangour of the gong announced
solemnly, authoritatively, #hat all those
 scattered about inattics, in bedrooms, on
'little perches of their own, reading, writ-
ing, putting the last smooth to their hair,
or fastening dresses, must leave all that
. . . and assemble in the dining room.

(p. 93)

Hare, with this powerful description one can almost see an artist
at work, actively drawing discordant edges and shapes together.
PN . N - Y E

But dlthough'th;a works in theory it does not work in practice,

for Minta, Paul, Andrew and Nancy are late. Of the ones vwho

'



have assembled, though they are united in body, they are quite
separate in spirit. All is not as Mrs. Ramsay would have it.
There i1s sbmgthing, perhaps\unity, migsing in her picture:

Nothing seemed tc have merged. They all sat
separate. And the whole effort of merging
and flowing and creating rested on her.

(p. 96)

Here we see that even her language is that of an artist. Sur-

rounde! though he is by pecple, Mr Tansley still manages to feel .

"very rough and isolated and lonely" (p. 100). He feels that
everyone despises him ard since there 1s -no force capable of

uniting them; (not even Mrs. Rgmsa&), he finds himself thinking: B
' If only he could be alone in his own room working
. » . among his books. That was where he felt at
ease. (p. 100) Lo ~

Mr, fansley sees Mrs. Ramsay's efforts to unite her friends as
nothing more than a wasté of time, a sacrifice. Vith Mr. Bankes
'too‘she fails at _dinner. He finds himself thinking that

such are the sacrifices one's friends ask c¢f
one. It would have hurt her if he had refused
to come. But it was not worth it for him.
Looking at his hand he thought that if he had

. been alone dinner would have been almost over
now; he would have been free to work. . Yes, he
thought now, it is a terrible waste. of time.
(b. 102) . - ‘

Mr.;Bankes finds z:e dinner party 'trifling' and 'boxing'.(p. 102).

He is unlike Mrs. ay in that, although Mrs. Ramssy has brief

moments of wanting to be alone, generally he prefers to be alone.
He is widowed without any children and seems on the whole to find
his state of being most satisfactory. But having accepted his

manner pf existence as suitable, he still wonders what life is

~



all about:

The truth was that he did not enjoy family
1ife.. It was in this sort of state that one
asked onéself, what does one live for? Why,
one asked oneself, does one take these pains
for the human race to go ocu? Is it so very
"desirable? Are we attractive as a species?
Not so very much . . . Is human life like
‘this? (p. 103) ° :

He feels that ome can find relief from disturbing questions

-

~ such as chese:B? ‘gzpiﬁg oneself occupied. He Euéiesﬂhimself
with mathematics in 6rder to’prevent this painful questioning of
life's pufpose. What he d;es not realiée is that it is féf a
similar reason that Mrs. Ramsay'occupies herseif'with creating‘
the unity whicﬁ he now ctiticises: Her children, her ‘husband.
her friends, they provide the é;cape for her. Mr. Eankeg does

not find relief in a search for unity in human telationships

»

because he accepts that this 1is a unity which will not last:

It had struck him, thinking how surprised
~ Mrs. Ramsay was that Carrie Manning should
still exist, that friendships, even the best
of them, are frail things. One drifts apart
He reproached himself again. He was sitting
‘beside Mrs. Ramsay and he had nothing in. the
world to say to her. (p. 103)

In effect then, Mrs. Ramsay, like any artist, looks for
something other than ‘the outer signs of unity. ' This is why the

. a A .
disunity among the gathering does not escape her. She realizes

that while her friends and family are gathered together in body,

they are separate in spirit. 1In order to bridgé'the gaps
between them, she makes conversation "to £111 ﬁp'sphce".

The f1lling of space 1is always, it will be rémembeied, a deep

- ‘concern of the painter. So once agaiﬁ we, £find that Mrs. Ramsay

1i2 -



18 being presented in the light of the artist. Like the Post-'
Impressionists she never gives up the search for unity. She.
makes another attempt to £111 the space so abhorrent to her by

making use, as she did when she was distracted,
of her social manner. So, when there is a strife
of tongues at some meeting, the chairman, to
obtain unity suggests that everyone speak in
French. Perhaps it is bad French. French may
not contain the words that express the speaker's
thoughts; nevertheless speaking French imposes
some order, some uniformity. (pp. 103-104)

This does not prove, however, to be the 'stroke' with which Mrs.
Ramsay w111‘obtain unity. She must try again.r Mr. Tansley for
one does not understand her language. He "at once suspected its
insincerity" (p. 104). He feels that the people gathered about
him talk nonsense, and he 1s just as lonely and separate as ever:
sitting stuck there with an empty seat beside
him nothing had shaped itself at all. It wgs
all in scrapes and fragments. He felt
~ extremely, even physically, uncomfortable. He
wanted somebody to give him a chance of assert-
..ing himself. He . . . looked at this person,
then at that person, tried to break into their
talk, opened his mouth and shut it again... . .
Why did no one ask his opinion. (p. 104)
Because Lily is an'artist she understands, without having to be
told, the predicément in which Mrs. Ramsay‘finds herself.
Responding to Mrs. Ramggy's silent appeal~--"I'am drowning, my
dear, in seas of fire. Unless you apply some balm to the -
: /
anguish of this hour and say something nice to that young man,
life will run upon the rocks"-- (p. 106) Lily Briscoe in the
true artist's spirit, rescues Mr. Tansley with a very simple
’requeét that he take her to the Lighthouse tomorrow. This 1s

perhaps the first stroke in the creation of unity at Mrs.
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Ramsay's dignier party. It is thus that Mrs. Ramsay takes one
small step towQTds unity in human relationships; but at what
cost to Lily Briscoe! For Lily is not sincere in her overture
of friendship towards Mr. Tansley. This admission forces Lily
to speculaEe on the Zhallowness of human relationships:
She had done the usual trick --been nice.

She would never know him. He would never

know her. Human relations were all like that,

she thought, and the worst . . . were between

men and women. Inevitably these were

extremely insincere. (p. 107)
In order to achieve the permanent unity which Mrs. Ramsay
desires, human beings would need to give perhaps too muth of
themselves. Another example of this shallowness in human
relationships is found in Minta's relationship with Mr. Ramsay:
Minta "made herself act even more ignorant than she was, because
he liked telling her she was a fool . . . directly he laughed
at her, she was not ffightened" (p. 113) of him.

The Ramsays have}as good a marriage as is possible, it

-seems. They love, and depend on, each other. Lily, being‘ an
- artist, is quick to recognise ﬁhis‘closeness:

Directly one looked up and saw them, wl.at she

called 'being in love' flooded them. They

became part of the unreal but penetrating and

exciting universe which is the world seea

.through the eyes of love. The sky stuck to

them: the birds san through them. (p. 55)
Lily understands, because she has the detachment of an artist,
the unity which is possible at moments between people who love

each other deeply, betwéen husband and wife:

So that is ﬁarriage, Lily«thought; a man and -
a woman looking at a girl throwing a ball.

*



That {s what Mrs. Ramsay tried to tell uas

the other night she thought. . . . For . .
they were standing close together watching
Prue and Jaspar throwing catches. And
suddenly the meaning which, for no reason

at all, as perhaps they were stepping out of
the Tube or ringing & doorbell descends on
people, making them symbolical, making them
representnative, came upon them, and made them
in the dusk standing, looking, the symbols c'
marriage, husband and wife. (p. 84)

In moments transfixed such as this one, every object in the
world seems to settle into its rightful place ard all is right,
but, alas, as Lily and Mrs. Ramsay are both aware, the moment
ends.

Although Mrs. Ramsay never gives up her vision of umnity in
human relationships, she is not herself deluded by :he
shortcomings inherent in them. Even at the moment when she
claims that she and her husband are as well suited as two
musical notes, one high, and one low, she admits that

as the resonance died . . . she . . . felt not
only exhausted in body . . . but also there
tinged her physical fatigue some faintly dis-
agreeable sensation with another origin . .

it was the other thing . . . not being able to
tell him the truth, being afraid, for instance,
about the greenhouse roof and the expense it
would be . . . and then about his books, to be
afraid that he might guess, what she a little
suspected, that his last book was not his best
. + « and then to hide little deily. things . . .

‘ all this diminished the entire joy, the puze joy,

of two notes sounding together, and let the sound
die on her ear now with a dismal flatness. (pp. 46
(pp. 46-47) .
Although she never admits defeat, Mre. Ramsay recognizes
clearly the limitations of human relationships. She realizes
too that constant or permanent unity is inponaible in everyday

reality because of the unpredictable and emotional nature of



116

k human beings. Moreover, there is a part of each individual
bwhich cannot be shared even with those ‘closest to them.

She took a look at life, for she had a.
clear sense of it there, somethibg real,
.something private, which :she shared with
neither her children nor her husband.
(p. 69) ’

There are moments when even Mrs. Ramsay, the creator of human

L 4

v unity, need§ above all else, solitude whicn by~its*verv nature
threatens unity, but she needs solitude sometimef in order

_to think, well not even to think. To be ‘
. silent; to be alone, All the beingjand.the ‘
. doing, expamnsive, glittering, vocal, evapo- -
rated; and one shrumk, with a sense of
solemnity, to being oneself, a wedge—shaped
‘core of darkness, something . invisible to.
others. (p. 72) s ) R

Being ‘aware of the chaos which 1s a natural part of daily '
existence, Mrs. Ramsay wonders whether her attempts to create .

unitv are at all feasible'~ She admits that
_lehe felt. this thing she, called life terrible,
hostile, and quick to pounce upon you if you
- gave it a chance. There were the eternal prob-
lems:. suffering, deaih; the poor. There was
v always a woman dying of cancer even here. And
" 'yet she had said to_allzthese,children, You
. should go through with it. . To eight people.
‘-she had said relent]essly that. (p. 70)

o,

"Mrs. Ramsay, we see therefore, accepta that tnere are moments in
o 1i£e when unity among human beings is sinmly not posaible. She
~-18 faced with the realization that there are . moments in her |
'%children 8 fnture when "love and ambition and,being wretched al

.alone 1n dreary placea“ (p. 70) will be.unavoidable. 'At auch '

'”,, moments the order which she covets will be denied them., Thia:

0‘\

realization leads her to another that ahe vas perhaps "driven on,
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.too quickly . . . almost as if it were an escape for her too, to
say. that people must have children“ (p. 70). Mrs. Ramsay seems
to be in the sway of some power bigger ‘even than herself. Like
any Post-Impressioniet she" seems compe]led to present her vision
in spite of whatever odds may be against her.and whatever‘
shortcomings.her vision might have.‘ She knows rhat her desire

to create~order between husband and‘wife does notiorfer anity
pure;and"siuple;;however, "whatever sheimighu‘feei'about her own
trensaction.. . . she was driven on .. o to sey'tnat peopie
‘must marry" (p. 70). People simply must take the step. necessary
. to effect the greatest unity possible ‘in human-relationships.b
Mrs. Ramsa§ recognizes'her compulsion‘even‘as she asks herself,
iv"Was she'wrong in this?" (p.-?O) At ‘one point, disgatisfied:with
rthe obvious limitations of human relationships and of life
generally, she wonders, "How could any Lord have made this world”"”
(n. 74) a~world in which there is ,no reason, order, justice.
_But suffering, death, the poor. There 1s no treacherydtoo oase
for the world to commit, she knew that.iiNo hapuinese lasted'
'she knew that" (p.~74) ' Being only human herself she camnot
avoid the moments of disunity which occur even in the most ideal
i of human bonds, marriage, even her own marriage. " For her own
magriage is-not a perfect example ofvunmitigated‘biias. If Mrs.

' Ramsay has her reservations about her marriage, Mr. Ramsay too
i'has his. " He often feels exc1uded from Mrs. Ramsay‘s orbit and

'-notices "the eternnese at the heart of her beaury" (p. 75)

whicb_aaddens him;_and-her ﬁremotenese“ which pains him. He
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feels that “He could do nothing to help her. *He,must'etand by
Aand watch her."™ At such moments Mr. Ransay can do but little
to remove the barriers set up by Mrs: Ramsay They are poles:
,apart with nothing to £ill the empty void between them

Unfortunately, ‘Mrs. Ramsay cnnnot draw, as the artist does, upon

the assistance of ‘& simple 1ine or a touch of balancing colour

~ 'to help her out of her dilemma. ;Human nature being what it is,

’

these periods of disunity remzin ‘and cannot be avoided

A striking example of this disunity is found in the scene
where,_walking with his wife, Mr. Ramsay "wanted to tell her v‘\,
that when he'wee.welking on the’terrace just now --here'he‘
..became uncomfortable, as if he were breaking into that solitude,
that aloofness, that remoteness of hers" (p. 78) Although Mrs. ot
kRamsay preaged him>to tell her, he cannot because she too feels

uncomfortable. "They both £e1t uncomfortable as if they did not

know whether to go,onvdrvgo back" (p. 78). She wants'to tell

him that “she had been reading fairy tales to James", buti"No,
R , S ‘ & g
they could not share that; they could not say that" (p. 79).

e

Because he finds himself unable’to shere_with‘hia'wife atvthat ‘
bpertlcular moment,‘Mr.cRamsey decides to go off on his own. .ht..
this~momentvthe Ramsaysvare neither toéether in hody nor ln R
spirit. | | | | PR
' These moments of disunity are apparently frequent. At .
“dinner, as Mrs. Ramsay watches Mr.. Ramsay,,ahe agks- hérself M"But
what have I done with my life?" (p. 95) Even as she arranges

/f’

' her friends and family around her in her quest for wmity, she
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questions the closest of all possible humén bonds_-dmArriage.
"She could not understand how she had ever felt any emotion or .

any affection for him"‘(p.l96). Even between mother and

L _ . )
' daughter, Mrs. Ramsay realizes, there are serious limitations in

the relationship. She thinks when she notices her daughter's'

. S
’/;doration of herself, '
Like all feelings felt for omeself, Mrs.
Ramsay thought, it made one ,sad. It was so
inadequate, what one could.give in return;
and what Rose felt was quite out of propor-
tion to anythlng she actually was. . . .

Rose would suffer, she supposed, with those '
deep feelings ((p. 94)

The trace of the‘artist-in Mrs. Ramsay will not permit her to
»deldde herself. In spite of all her efforts to include Mr.

Carmlchael in the ‘general unity which she tries to create, Mr.

~

Carmichael does not respond. Realizing this and her hurt at his

lack of gesponsé, Mrs. Ramsay tries to be honest with herself.

o

Why does-she strive for wnity? Is "all tﬁié desire of hers to .
\give, to help . . . vanitY?" (p. 49)

For her own seif-satisfaction was it, that she
wished so Instinctively to help, to give, that
: ‘people might say of her, '0 Mrs, Ramsay! dear
, Mrs. Ramsay . . . Mrs. Ramsay, of coursel' and
need her and send for her and admire her? . . .
. She .did not feel merely snubbed back in her
. instinct, but made aware of the pettiness of some.
part of her, and of human relations, how flawed
they are, how despicable, how self—seeking, at
their best. (p. 49) ‘

~Lily too recognizes the self-gratification in Mrs. Ramsay 8
quest and claims that "1t was one qf,thoae nisjudgements of hers

that seemed to be instinctive and to arise from some need of her
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_own rather than of other people's" (p. 97). Similarly, Lily sees
that Mr. Tansley 8 attempt to find unity with those around him by °
‘insisting that "women can't write, women can't paint" (p. 99)
was caloulated not so.much to hurt herself, as to appease his own
lon’vliness, ;nd she-asks herself, "What-dic.l that*matter coming
ftom him, since elearly it“;as not true.to him but for some
reason helpful to him, and that was why he said it?" (p. 99)
His desire to elevate himself even at the expense of Lily s
feelings on' the matter proves again the frailty and the self-
centered nature of human relationships. Mr. Tansley, Mrs.
Ramsay isiconvinceo,.is always "thinking of himself and the
impression he was making : - | i

She could see how it was from his manner -—-he

wanted to assert. himself, and so it would always

be with him till he got his Professorship or

* married his wife, and 8o not always say 'I-I-1'.

(p. 122)
It will be remembered that work serves as a means of lifting Mr.
Bankes out of himself in a manner similar to that.predicted by
Mrs. Ramsay in the case of Mr. Tansley. Mrs.-Ramsay hopes that
"if no woman would look at him: (p. 119) and the closest of
.human uniops remaiq-out ‘of his treach, then at any rate Mr.
Tansley will have his work to turn to; She feels all.the>same
that his diseomfitote at dinner is due pute‘aod.simple, to thei
fact that "Prue will not' be oice to}himﬁ (p.-lZé); “Once again
she turns to unity in human relationships.ae a solution to her

‘ N .

~ problems. In spite of all the shorfcomings Mrs. Ramsay does not

I

give up her search for unity in human relationshipe. It is

’
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clear therefofe; that her crea;or; Virginia wdolf, fashioned her
almost in the iﬁagé of the Post—Impressionist értist. We say
almbst becéuse, although shé comes 80 clgse, it is Lily Briscoe,
the true artisf, who is the full and complete image of the
Post-Impressionist artist. In spite of her attempt to find
order and her unceasing search for 1astihg unity, Mrs. Ramsay
still remains, as the author inténds her to do, a lively
embodiment of aétqai life.

A pessimistic reader is bouﬁd to say that Mrs. Rgmsay fails
in her attempt té create unity in human relationships. ''One
would ﬁave to say go her", as Lily so rightly points out, that
"if has all goné against your wishes" (p. 198). For, the
marriage of Minta Doyle andbPﬁul, arraAged by Mrs. Ramsay 'had
not been a success" (p. 196). Lily Briscoe is still unmarried
in épite of hrs. Ramsay's efforts; and Mr. Bankes never remarries
in spite of Mfs. Ramsay's determinatio; to change these situa-
"tions. 'Furthermorg, ﬁrs; Ramsay is powerless against death
-&bich breaks at'least the phyéical bond betwgen~Mr. and Mrs.
Ramsay.' . |

But in spite of her periods of doubt, Mfs. Rarsay is an
-optimist. Realizing thatvher dream of cumplete and l&sting
unity in humaﬁ relations is not possible, she is willing to
salvage from the éhaos~a§ mahy'momentS'of complete unity as are
possible.‘-The mﬁrriagé of Minta an&"Paﬁl may not have lgsted,

" but there remain for ever those few moments of perfect umity or

order or happinéss which . they share&iin'Mrs. Ramsay's presence.
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Such "significant moments, moments when thc pattern of 1ife can
be clearly seen, whe; sorrowbbecomes joy. and ogliness gives way
to beauty";27 give her life meaning and direction. Like ﬁer gon
James, Mrs. Ramsay "has the pooér to crystallize and transfix.
‘:ﬁé moment" (p; 5). -In spite of the flawed nacure of "the most -
perfect" of human relaﬁionships,.ahe reachcs oo£ to rescue>
from them those particular moments in which she sees the possi-
Bility of endurance.v In this she resembles tce Post~
Impréssionists who attempt to create perfection and order out
of the muddle and chgos around them. They too realize that
nature, despite her beauty, is imperfecc. They realize that
nature is chaotic, disordefed and quitévoften'lacking the unity'
which the& crave.’ It is for this reason that they insist that
their work must be creations iﬁ themseIVes and not simply
" reproductions of nature.- IF is easier for thc Post-
Impfessiopist to crystallize thc'moment than it is for Mrs..

Ramsay. This ds simply because he refuses to bow to the

' restrictions of the conventional artists and also because he

does not have to make Mrs. Ramsay s concessions for the vagaries
‘of human nature.‘ In spite of her 1imitations, howe;er, Mrs.
Ramsay manages to chrystallize the moment as well as any Post—
Impressiopist artist does. We‘have proof of this in Lily's
constant recall of particular events that have occured in Mrs.
Ramsay's life, long after she is dead.

Repeatedly Mrs. Ramsay is ghown as taking relief in the

‘moment. , bccause‘in actual life that 18 perhaps the only possibil-
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ity of unity. Perhaps the most flawed of human relationships to

" be found in To the Lighthouse is that between Mrs. Ramsay and

‘Aﬁgustus Carmichael, who makes his dislike of her quite plain.
Yet, Mrs. Ramsay finds one of these moments of intense reality
with Mr. Carmichael. They are both looking at Rose's arrange-
- ment of fruit when.Mrs. Ramsay finds content in a moment of
\being:
Thus brought up suddenly into the light it
seemed possessed of great size and depth, was
. "liké a world in which one could take omne's
staff and climb up hills . . . and go down into \
valleys, and to her pleasure (for it brought them
" into sympathy momentarily) she saw that Augustus
too fgasted.his eyes on the same plate of fruit
plunged in, broke off a bloom there, a tassle here,
and returned, after feasting, to his hive. That
was his way of looking, different from hers. But
looking together united them. (p. 112)

For a while during dinner Mr. Bankes feels out of charity
with Mrs. Ramsay. He considers her critically and can think of
nothing tofsay to her. Then when the cook's masterpiece,v"Boeuf
en Daube", is served, his feelings of resentment towards her
change:

It was rich, it was tender. It was perfectly

~cooked. How did she manage these things in the

depths of thescountry? he asked her. She was a

wonderful womak. All his love, all his reverence

had returned; ahd she lmew it. (p. 116)
These brief moments of perfection are well worth waiting for.
Mrs. Ramsay feels "spurred on by her sehse that William's
affection had come back to her, and that everything ﬁas‘alright'
again . . . and now she was free to triumph" (p. 116). She

becomes, in consequence, fired by this moment-of beauty, "all




11t up —--without looking young, she looked radiant" (p. 117).
Another of these moments of intense reality which are
avidly collected by Mrs. Ramsay, oécurs és she 1s serving

second helpings to family and guests:

Everything seemed possible. Everything seemed
right. Just now (but this cannot last, she
thought, dissociating herself from the moment
« . .) just now she had reached security; she
hovered like a hawk suspended . . . looking at
them all eating there, from husband and child-
ren and friends . . . all of which rising in
this profound stillness . . . seemed now for

" no. special reason to stay there like a smoke ,

" like a fume rising upwards, holding them safe
together. There it was all around them.. . . .
She felt: . . . there is a coherence in things,
a stability, something, she meant, is immune from

" change . . . and she had the feeling . . . of
peace, of rest. Of such moments,. she thought,
the thing is made made that remains for ever
after., This would remain. (pp. 120-121)

Even as Mrs. Ramsay feels.the'rightness of the momenﬁ, even és
she feels peace and rest, she admits tﬁat ";hié cannot‘last".
This realization forces her to live the moment more 1ntense1y
‘than she would normally, so that "joy filled ‘every nerve of her‘
‘body fully." Iromically, it is the question "how.long do you
think it'1l last?" (p; 123) aéked as part of-theﬂdiséﬁssion of
art whiFh is going on Aroﬁnd-;he téble, which bréakﬁ*?ﬁa suspen-
sion of the moment. . \“ |
M:s. Ramsayvexpgriencés ﬁer intense moﬁents with relief

~and gratitude. The dinner scene ends with # moment which shows,
Mrs. Ramsay in the very act of attempting to cryetallize and

transfix the moment. Unlike the earlier examples which show

Mrs. Ramsay in a passive role, accepting the tramsitory natgrg-“

124



of unity in human felationships and fevelliné in the intensity ofv
the moment ofyperfection, here‘her.role is a more active one. |
One can seé her in the process of creating almost as forcibiy as
Cezanne or Van Gogh or Gauguin:

Without knowing why, she felt that he [ Mr.
Carmichael] liked her better than he had
ever done before; and with a feeling of relief
and gratitude she returned his bow and passed
through the door which he held open for her.
It was necessary now to carry everything a
step further. With her foot on the threshold
_ she waited a moment longer in a scene which
Wwas vanishing even as she looked, and then,
.as she moved . . . and left the room, it
changed, it shaped itself differently; it had
become, she knew, giving one last look at it
over her shoulder, already the past. (p. 128)

In spite of her attempt '"to carry everything a steﬁ further“}
-hOWever,'the moment ends,.fpr«"directly she went a éort of
dlsintegration sef ;n‘[ahong her friends and familjj; they
wavered ébput, went diéferént ways'" (p. 129).

v

_Thrbggh Mr. Ramsay on the one hand; with his dedication to
unvarnished,truth;.;;d Mrs. Ramsay on the other, with her
concern for unity in hﬁmaﬁ relationships and her sttempts to
crystalliZe “the moﬁent,.Virginia Woolf therefo:e éttempts to
define Fry's term, "actual life". Both:Mr.-and Mrs. Ramsay are
neéded in order ﬁo gi§e a;coméiete picturé of actual life, but
it 1s on Mrs. Ramsay that Virginia Woolf focuses chiefly. Like
Fry,vVirginia Wdolf,is preocéupied with form. Fry, with Post-
Impregsionist painting as Bis precedent, decrees that in a
:hified‘picture, "this\mgas necessarily balanceé that . . . this

line repeats, with a difference that one." He insists that

forms must agree 1f order is to be imposed. In keeping with this
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teaching, VirginiaIWOolf; having on the one hand offered‘a\
plcture of actual life, must, in order to create a balanced work
of art, represent imaginative life 6n the other. Standing as

the lineg which repeat "with a difference" Mr. and Mrs, Ramsay,
are Lily Briscoe and Augustus Carmichael. It is on Lily that
Virginia Woolf focuses in her pursuit of imaginative life, just
as it is on Mrs Ramsay fhat she chuses in actual 1life,

Lily, with the keen detachment of tﬁe artist, is fﬁlly
aware of Mrs. Ramsayis attempt to create order in her 1ife. 1In
thé final part of the novel, "The Lighﬁhousef,'Lily claims that
Mrs. Ramsay made”bf the moment something special "like a work of
art" (p, 183). Mrs. Ramsay, she tells the reader, said,

'Life stand still here ; Mrs. Ramsay making of

the moment something permanent. . . . In the

midst of chaos there was sbape;'this eternal

passing and flowing . . . was struck into stabil-

- 1ity. Life stand still here, Mrs. Ramsay said.

(p. 183)
~ Moreover, perhaps more cleafly.eveﬁ than Mrs. Ramsay, Lily
realizes that life is simply,; serles of moments joined
together. In.ﬁer‘opinién,bﬁlife from being made’ of little
separate incidents which one lived ome by ;ne became . e
whole" (p.l5§).f No less keenly than Mrs. Ramsay does Lily feel
the intensity of certain moments. Mrs., Ramsay is quick;to sense
A kindred' spirit in Lily and tells herself tﬁat'“Lily anyhow
agrees with me" (p.‘ll9); |

Evidence of Lily's‘awgréness of moments: of being is found

throughbut‘the novel. Her sentiment at a moment of cpmpiete

_kinship with Mr. Bankes is described thus:
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Suddenly, as 1f the movement of his hand had
released 1it, the load of her accumulated impres-
sions of him tilted up, and down poured in pon-
derous avalanche all she felt about him. That
was one sensation., Then up rose in a fumé the

- essence of his being. That was another. She
felt herself transfixed by the intensity of
her perception. (pp. 28-29)

Lily and Charles Tansley irritate each other at the best
of times and yet Lily experiences in his company a moment of
intenge feeling when all seems perfeét in the world around them
as they play ducks and drakes, watched by Mxs. Ramsay:
That -woman é;tting'there, writing under the
rock resolved everything into simplicity;
‘made these angers, irrifations fall like old
rags; she brought togethfer this and that and
then this, and so made out of that miserable-
silliness and spite (she and Charles squabb-
"~ ling . . . had been silly and spiteful) some-
thing —-this scene on the beach for example,
this moment of friendship and liking . . .
which survived after all these years,
complete, so that she dipped into it to re-
fashion her memory of him, and it stayed in
the mind, almost like a work of art. (pp. 182-183)
But although Lily recognizeé‘these moments of intense reality in
daily existence, and cherishes them, she does not turn to actual
life in her search for unity. Her moment of intense’reality is
almost like a work of art, but not a work of art, because she is '
still too close to the moment to create the detachment_necessaryb
before a work of art is completed. Like the Post—Impressionists,-
she realizes that after -first atudyiﬁg her subject and getting
wvell-acquainted with it, she must aséume the necessary detach-
ment. Mrs. Ramsay never achieves the perfect unity which she

desires because she is herself a part of the actual life and as

such finds it,impossible to acduire‘the detachment which 1is
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qﬂlb.s‘pl according to Fry. Lily on the other hand, draws
from her experience in actual 1ife before applying 1t to

imaginativé life. For example, Lily is very attached to Mrs.

Ramsay and wants to become one with her. However, because she
can assume the detachment of an artist, it is from Lily chiefly
that we manage to get a many-sided picture of Mrs. Ramsay:s
character.' This detachment allows for clearer analysis.

Lily does not attempt to find the unity she desires in

.actual life because she understands that human relationships

are flawed. She kpnows that unity in such relationships depends

too much on the whims of persons entirely outside her control.

She prefers to seek unity in art where balance and order are
not affected by the moods of others. Charles Tansley, she
claims for instance, manaées to "upset the proportions of one's
world" (p,\223). Art imposes the oraer which, by 1ts’very
nature, actual life lacks. Furthermore, she is aware that man's’
most sophisticated means of‘communicatibn, the spoken word, is
;nadequate. When she triegfto analyze her feelings about Mrs.
Ramsay she concludes that there is no sultable way to express to
Mrs. Ramsay exactly how she fe;ls about her becaise tﬂe spoﬁen\
word will not permit her to do so: "Ié)was absurd, it was “
impossiblel One could not say what one meant" (p.23):

no, she thought, one could say nothing to

nobody. The urgency of the moment always

missed its mark. Words fluttered sideways

and struck the object inches too low.

(p. 202)

Actual life does not serve Lily in her bid to find unity because
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she understands that since life is as unpredictable ag it 14,

it becomes impossible for anyone to impose any kind of order on

it. It is by its very nature chaotic, goes its own way and needs

-

answer to nothing and no one. This uncertainty in liie disturbs

Lily:

- Was there no safety? No learning by heart the

ways of the world? No guide, no shelter, but
all was miracle, and leaping from tge pinnacle
of a tower into the air? Could it be, even for
eldegly people that this was life? --Startling,
unexpected, unknown? For one moment she felt
that if they both got up, here, now on the lawn,
and demanded an explanation, why was it so short,
why was it so inexplicable, said it with violence
. then, beauty would roll itself up; the
space would fill; those empty flourishes would
form into shape. (pp. 204-205) ¢
But unfortunately this is not possible. Life is inexplicable
and the unexpected usually happens, so Lily chooses to fill the
- blank spaces and create form through imaginative life instead.
Lily's decision to seek unity in imaginative life is made
in full awareness. She is fully aware that Mrs. Ramsay feels
that she, like everyone else, should get married. She is
aware too that Mrs. Ramsay feels sorry for Mr. Banks, the
"poor man! who had no wife and no children" (p: 97). Lily
realizes though that "He is not in the least pitiable" (p. 97)
since he has found a substitute in his work. This leads Lily to
the realization that she need not marry either: "she remembered,
all of a sudden as if she had found a treasure, that she too had
her work" (pp. 97-98). Her painting rescues her in times of
difficulty in actual life. For example, she faces her imsincer-

ity towards Mr. Tansley and accepts his selfishness at its face
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value by reminding herself of her painting.

.+ . her eye caught the salt cellar which she
had placed there to pggind her, and she remem-

. bered that next morning she would move the tree

- further towards the middle,. and her spirits rose

so high at the thought of painting tomorrow that

. she laughed out loud at what Mr. Tansley was .
' - saying. Let him talk 41l night 1£ he liked it.

Repeatedly we see Lily take this step to bring comfort to herx

yactunlrlife. Her work, she claims, will ‘serve her so that she

z

need not ‘marry: . . o a

He turned on her cheek the heat of love, its P
horror, its cruelty, its umscrupulosity. It
scorched her, and Lily, looking at Minta being t

charming to Mr. Ramsay at the other end of the
table, flinched for her expoaed to those fangs,
-and was thankful. For at any. rate, she said to
herself catching sight of the salt cellar on the
pattern, she need not marry, thank heaven: she

 need not undergo that degradation. She was saved
from that dilution. She would move the tree
rather more to the middle. (p. 118)

N

AThe final senteﬁce.shows clearly Lil&'SuconScious decision to
sgarch for order in imaginative life. Lily”feels relief that
she need not fall in love and marry because, although "It is s0
beautiful, 80 . exciting, this love..'. . also it is the |
stupidest, the most barbaric of human passions" (p. 118) This
»sentiment of Lily regarding nnrriage and family life is
somewhat reminiscent of one‘voiced by Vincent van Gogh in a |
“letter to his brother, Theo | | K

' And if, fruatrated in the physical pover, ai

man. tries to create: thoxghts instead of

children, he 18 still part of humanity.28
In his attempt to "paint men and women- with that sonething of

the et_ernal." Van Gogh, like Lily, endeavours to find the .
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the permanent unity in art which‘ie l‘acl'ci_ng in actual life.
Art is discnssed'freely by Lily Briscoe in To the
Lighthouse and in such terms as Fry might himself have used in a
'bdiscussion of Post—Impressionist painting. Lily paints "Mrs.
Ranmay sitting in the window with James" (p. 21) but firs@ she
reduces her to mass, 1ine‘and colour,——all of which are pre-’
ocCupations of the Post—Impressionists. Lily is not prepared to
itamper with the viv1d colour as she sees it.
The jacmanna was'bright violet ‘the wall star-
ing white. She would not have c0nsidered it

“honest 'to tamper with the bright violet and the
staring white, since she saw them.like that.

(p- 23)

Like the Post—Impressionis Lily considers it important ébe g

true to her vision. She paint only what she sees with the
inner eye, paying little attention to convention,,"fashionable
though it was, since Mr.'Pauncefort s visit torsee everything,
“pale, elegant, semi—transparent" (p. 23) She feels that she
- must be true to the rich vivid colour which she vees around her.
_ She is very critical of her own work. In‘the early stages of
painting Mrs. Ramsay she feels that, she'could have wept"
‘Lbecause in her opinion, her work "was pad‘ it was bad, infinitely
bad!" (p. 36) But even at this point,-although shie knows that
 she” might have fOund it less difficult to paint in the more con-
ventional manner, she cannot sacrifice her vision: o
'She could have dome it differently of course;
the colour could have been thinned and faded;
the shapes etherealized, that .wvas how Paunce- T
forte would have seen it. But then she did not L '
see it like that. . She saw the colour ‘burning
on.-a framework of steel the light o£ a .

N
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butterfly s wing lying upon the arches of a:
. cathedral. Of all that only a few random
- ' marks scrawled upon. the canvas remained.
(pp. 56-57)

.Lily feels, like .Van Cogh, that in spite of the difficulties
"lnvolved in ettempting to present one's vision, one muet not |
give in to convention The attemot must be mede to paint what
'one sees; how one - sees- it with the inner eye. Van Gogh saye‘in
one of his letters that he agrees with his colleague Cyprien
when Cyprien says in "J.K. Huysman 5 En Manage , ,the_most
beautiful pictures are those one dreams about when smoking pipes

' o : . 29 :
in bed, but which one will never paint." -~ But, continues Van

- - -

Cogh,

One must attack them nonetheless, however

incompetent one may feel before the. unspeak- |

able pexfection, the glorious splendour of -
- nature. ,

Lily makes a similar claim when she admits to a sense of her

own inadequacies:

‘She could see it all so clearly, so commahdingly,
when she looked: it was when she took her brush.
in hand that the whole thing changed. It was in
that moment's flight between -the picture and her
capvas that the demons set. on her who often
brought her to the verge of tears and made this

_ passage from concept en to work as dreadful as

- any down a dark passage for child. ‘Such she’

often felt herself -struggling against terrific
odds to maintain her courage; to say: 'But this
is what I see; this is what I see', and so to
clasp some miserable remnant of her vision to
her breast, whichia thousand forces did their
best to pluck from her. (p. 23)

‘ ‘Like Van Gogh and Gauguin. Lily feelsﬁthat the more intense -
colours help oggb;o achieve quietude and harmony.’ -Ven Gogh

- 8ays that when given a choice he prefers 'sunny and colourful
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effects." Their use of colour is one o%lthe things which

set the Post-Impressionists apart from the Impressionists. The
importance of éoloqr to the Post-Impressionists can be clear;y
seen in this statement made by Van Gogh:

.I should not be surprised if the impressionists

soon find fault with my way of working, for 1t

has been fertilized by Delacroix's ideas rather

than by theitrs. Because instead of trying to

reproduce exactly what I sce before my eyes,

use colour more arbitrarily, in order to

express myself forcibly.3l .
Violet, rich blue, scarlet, orange, green, blood-red, citron
yellow, more often than not afranged side by side -these are the
colours chosen by the Post-Impressionist artists. These are all -
bold, wvivid ¢ lours which help to make the aftists'»statement.

These colours| or others of equal intensity are the colours chosen
.- ¥

- by Lily Briscoé.\ In her painting of Mrs. Ramsay the colours used
. dre purple, staring whité, bright'violet, greens and blﬁes. “The
r;staring white of Lily's wall reminds one of Van Gogh's preference
for “the fierce hééd white of a white wall". |
Pauncefprte is mentioned only briefl& in the novel, bdt
' éven 80 it is:evident t&ét his theo "‘art is!the opposite of
iily's. He produées“%ic;yres tbal/are:Lskimpyﬁ and in which the
cglours gfe not solid.v%%ga'artisfs who paintvafter Paunceforte's
theory spediaiize in "soft gféens"‘én& pinks. Not for thgm are
Liiﬁ's bright Qiolets aud bright yellowsﬂ purpleé and staring
~whites. Paunceforte repf;sen'ts the Impressionist artist;,qf
whom Gauguin says: "the impressionists study éolou: echusiVely

insofar as the decorative effect, but‘without freedom, retaining

- ~
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" the shackles of verisimilitude . ."+ when they speak ofrart,
what is 1t? A purély superfiéial’art; full of affectation and
purely mqtérial. Ihe;e‘ié.ﬁo thought there."32
\ Liké Van Gogh, Lily belongs‘to a group of arfists "who
love order and symmetry". Like tﬁe Post-Impressioniéts; too,
Ashe is unconcerned with‘Verisiﬁiiitude and willingly |
sacrifices it for order, unity and'symmetry. Soy "ﬁhgt did
she wish to indicate by the triangular burple shape, 'just
there'?"; N | |
It was ﬁré. Ramsay reading to James . . .
no one could tell it for a human shape. But ,
she had made no attempt at likness, she said.
For what reason had she introduced them then?
+ « ¢ Why indeed? . except that if there, in
‘that corner, it -was bright, here, in this,
she felt the need of darkness. (p. 61)
Although the s&bjects, hmother and child" are "objects of
universal vene%ation", Lily does not paint.them in the
conventional m%ﬁner of Mr;.Paunceforte. She reduces them to a
"a purple shaddw withotut irrevefence"i for, although "'she &id
.no; inteqd to dhsparage a subject which Raphael ahd treated
divinely“_(p.AZbO){ shé feels that there are other valid ways
of seeing, "in ;hich one might reve;ence_them" —-mother and
child. o |
The redﬁct}onuof mother.and child*to a'trianguiar shape
-forceé one to tgink of Cézanne'% stipulation to "treat nature
by the cylinderL the sphere, the come, everything iﬁ propéf’

‘perspeétive."33L Like Cézénne,.Lily reaches past the aurface'tq

the eaéehtial geometrical shape beneath, unlike Paunceforte who

o
<«



135

seeks to etﬁerealize his objects.‘ The gedmétrical aspect of'
Lily's work forces'Lily to make her stroke bold, whereas
Paunceforte}s is 1ight and timid.

To Lily/éolour'anﬁ line are unavoidably intertwined with
each other. Her painting proves that she feels.like Gauguin -
thaf one is as nothing without the other. The two.depend on
each other, as Gauguin tells us:

Can you really make me believe that draw-
ing does not ‘derive from colour, and vice
versa? To prove this, I commit myself to
réduce or enlarge one and the same drawing
according to the colour with which I £ill
it-up. Try to-draw a head by Rembréﬁdt-in
his exact proportions and then put on the
colours of Rubens --you will see that mis- .
shapen produce you derive, while at the
same ‘time the %olours will become
unharwonious. ~ :

The question is "one of the relations of masses, of lights and

Ya crianguiax

~shadows" (p. 62). Mrs. Rémsay is, therefore,
purple shape". She is not one without the other. In this
"triangular purple shape" colour and line merge. ‘They become
one as Gauguin would have them.

As Lily considers the problem of bringing unity to the
'picture; she discusses her work in terms .reminiscent of Roger
Fry: f -

It was a question . . . how to conmect this.
mass on the right with that on the left. he
might do by bringing the line of the branch
across so; or break the vacancy in the fore-
ground by an object (James perhaps) so. But the
danger was that by doing that, the unity of the
whole might be broken. (p. 62)

ThrOughout the novel this question of order and unity and
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symmetry is one which bothers Lily. Ten years aftervshe stargs
the picture she rememberé that "There had been a problem about
a foregrouhd to her picture” (p. 207). She remembers that the
picture needs to have the empty space in the middle filled so
that there is, as Cezanne puts it, "a ;ulminatiﬁg point" in
the middle, ";iosest to our eye," so that the edgeé of the
objects recede to a céntre on our horizon.'" This is avprobiem
whichiremains with her untii ﬁhe last moment of the novel. How
can she bring the disparate.sides of the pictufe together; how
create unity? Lily realizeg, like Cé;anne,uthat th\ two sides
of the picture must be "directed towards a central point." It
is for this:reason‘that'she considers moving James and later
‘the tree to the centre of the picture. uShQ\E;Ebleﬁ is solved
at the epd of the novel: -
(g With a sudden intensity, as if she saw it

clear for a second, she drew a line there,

in the centre. It was done; it was finished.

Yes, she thought laying down her brush in

-extreme' fatigue. ' have had my vision.

(p. 237) . N
As Cézanne.points out, "Stud&ing\the model and tealizing it is
sometimes very slow in comiug for the ar;ist." It takes Lily
ten years before she tealizes'ﬁér vision,'but.finally,with a
single line down tﬁg middle she achievgs uniﬁy as Mrs. RémsgyT
never.does,»thus comblet{ng the study Pf the differences thcﬁ-
exist between gcﬁual and imﬁginativé life, as Fry sees them. It
is only by refusing to sacrifice éven "one hair'of her visioﬁ",
however, that she finally triumphs.

By presenting Mrs. Ramsay and Lily Briscoe side by'side

_
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0

in two different attempts to secure unity, Virginia Woolf
Udramatizes‘Fry's definitions of actual and lmaginative life.
The two, eeeﬁ.of them creators in their odﬁ way, represent side
by side, two different kinds of reality. Perhaps 1f we examine

this statement nade by Virginia Woolf in A Room of One's own, it

will become clear what she is about in To the Lighthouse.

What dis meant by 'reality'? It would seem .
to be something very erratic, very undependable
--now to be found in a dusty road, now in a
scrape of newspaper in the street, now a
daffodil in the sun. It lights up a group in a
room and stamps some casual saying. It over-
whelms one walking home beneath the stars and
makes the silent world more real than the
world of speech-- and then there it is again in
an omnibus in the uproar of Pitcadilly. But
whatever it touches it fixes, and makes per-
manent. This is .what remains over when the
skin of the d has peen cast into the hedge;
that is what fs leftlof past time and of our
loves and hates. Now the writer . . . has

- the chance to live more than other people in the
presence of this reality. It is his business
to find it and collect it and cummunicate it to

+ . the rest of us. So at least I infer from .
reading Lear or Emma or La Recherche du temps perdu. .
For the reading of these books seems to perform a
curious couching of the senses; one sees more
intensely afterwards; the world seems bared of
~ 1ts covering and given an intenser life. (p. 108)

Having exemined Mrs. Ramsay's attempt at unity and Lily
Briscoe's it is time now to turn to Virginia Woolf's attempt

in To the Liéhthouse.v Unity is achieved quite simply in Mrs.

: Dalloway because, although the thoughts of the chatacters range
freely over a number of years, they are bound on all sides
because they are pléged against the commonplace events of one
day in the life of Mrs. Dalloway. In To the LiggthOuae ten

years divide the first and last parts of the novel. - This
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arrangement seems at first to defy the rigid unity and order"
. ) , ' v
generally favoured by Virigini Woolf. However, there is unity
in spite of this passage of time, because many of the events '
begun in the first part of the novel are left incomplete until
the final section. For example, the trip to the Lighthouse
afraﬁged and discussed extensively in Part'l, is not realized
until Part IIT of the novel; Lily's painting, started in
‘Part I is completed in Part III.
Part 1II of fhe novel serves effeCtiVely to bridge the gap
of ten years between Parts I and II1X. Section I of Part II is a’
continuance of the daf repfesented in Part I, In this section
‘the Ramsays and their guesﬁS'go to bed:
One by one the lamps were all extinguished,
except that Mr. Carmichal, who liked to lie
awake a little reading Virgil, kept his
candle burning rather longer than the rest.
(p. 143)
The last section of Part II ends with the household coming
awake
Nothing ‘broke their gleep until the birds
beginning and the dawn weaving their thin
voices into its whiteness . . . the sun
lifted the curtains, broke the veil oi their
eyés, and Lily Briscoe stirring in her sleep
clutched the blankets. . . . Her eyes opened
wide. Here she was again, she thought, sitting
bolt upright in bed. Awake. (p. 163)
Although we are conscious thet ten years have now passed since
the family and guests went to. bed at the start of Part II, this
arrangement depicting the household awakening as if only one
night has passed lulls the reader into passing 1ight1y over th

the years which divide the two parts. The narrativevtechnique
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in "Time Passes" aiffers from that of Parts I and III, 1In this
part'there is no'delving‘into the character's miﬁds. Instead
we meet ép.omniscient, fhird_person narrator who ignores detail
and gives a general, and in many ways superficial, account of
the ten years. Such expressions as “night and day"; "night \
after night";‘aﬁd "summer and winter'" help to create a sense
of timg passing fapidly. |

K The sense that Part III takes uﬁ at the poiﬁt where.Parf I
leaves off is.intensified becéuée ﬁany of the characters who
appearyin Paft I.reappear in Part III and seem hardly to have
changed. Mr. Ramsay and his children a;eistill'présent. Lily
is there and resumes her painting jﬁst as if she had left off
;painting.it Just the day bef;re. Mr. Carmichael is there and
his appearance in Part III is similar to that in Part I. Ih_
Part I "Mr. Carmichael shuffled-pést . . . with a book beneath
his'armﬁ (p. 49);‘.in fart III ﬂe éppéarsAiﬁ like ﬁannen: "old
Mr. Carmichael ;tood beside her .. . . a french/novei .‘.-; in
" his hand"-(ﬁ; 236). Tﬁe éharacéerlmost'central?to Pért'I is nagt
preéent«in person, of:course. Mrs{.Ramgay'is dead.~_S£rapgely
enough, However, her éresence'is felt as strongly és the |
characfers’actually‘there. Shé 1s vaguely present in James":
thoughts;'she is present in eVe;ything Lily séys and thinks;*the
'core' of her being is presenf in the t:iangulét pﬁrple shape
of.Lily's'painting;h Other less ;mportant‘bhgractefs_from Part I
appear in Lily's subconscioﬁs'as .v.vell —-Mr. Tansley, Minta Doyleb

and Paul.
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Arranged as it is, therefore, Part III of the novel

repeats with a difference Part I, in the manner of Post-
Impresslbniat painting, as Lily recaps subconsciously the
essentisl incidents of Part I. Virginia Woolf is faced with a

problem similar.to that of Lily --how to connect this mass with

that. Like Lily, she succeeds in creating the necessary unity

'clinging to her visionl Having Lily subconsciously recap the

essential events of Pgrt'I, creates effectively the balance
necessary in a work of art. As wé e#amine wi;h Lily_the péét'
of Part I,;it dawns on us tha; we have merged Before us the past
the futgye and the present. That is, what had been the future
of Part I is the present of Part III. As Lily recglls'her last
visit to this home it is gS‘though time stops and the three
different time periods become one. For example, in part i\Mrs.
Ramsay promises Jaﬁgs that if the weather does not pefmiﬁlthe,
trip to the Lighthouse then it wouldvbe fiﬁg another day: "And
even ;f.it isn't fine tomorroﬁ S it wii; be fiﬁe another

day" (p. 31);' In Part III we are btoughﬁ face to face with this

-fine day of the fﬁtufe‘éven‘as Lily leads us through the day on

vhich the promise is made. -

'"Tiﬁe_?hssés", althoﬁghfiﬁ seperaies the pthef two parts
of the hqvei, doés(not‘creatg a ggp Bgtﬁeen thé;tﬁo. iﬁ appears -
as a slfght pause in which tiﬁe. past, present and.futurg, ié. “

suspended. This technique prepares the readek'fﬁr the merging

. of the diiferent time pe;iods in Part III. Part II creates the’

unity desired by Rbger Fry and thevPostélmptéssiqnisté.

~ v
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' CONCLUSION

o

In the foregone chapters we have made a thorough study

of .the. theories of Virginia Woolf.. Furthermore we have'
‘3 '09
compared them with the theories of Cezanne, Van Gogh Gauguin,

-

yband Roger Fry, and seen that the resemblance is overwhelming,

too much so, indeed to be attributed to' mere coincidence. We ')

have found that in her theoretical statements and in her novels

't‘Virginia Woolf discusses many of the subjects which although
they may be commonplace considerations for the painter, usually

remain outside the realm or interest of the noveIist.

We haVe discovered that in her approach to portraiture

-
Y

: and character development she differs remarkably from that of

the conventional writers around her, and instead bears a close

resemblance to the work and attitudes of Cezanne, Van Gogh,

°

,.Gauguin and RogerfFry. Her interest in c010ur and line,. and her "

( B

;determined attempts to “connect this mass with that" could

e

surely only have come from a prolouged exposure to the work of

‘-thesepartist whom she admired and vho were constantly under_;:_

discussian at the informal gatherings in Bloomsburyv ."i .

Her novels show clearly h@r, for a writer, inordinate.‘f

A

interest in formal relationohips 4n- the: work of a‘n' Indeed

,."ahe focuses on tbese formal relationships to the exclusion of

[N R T i o o m‘_,ﬁ'ﬁ .
= : ; . ) Fx

. AR -
: %1 . . . M
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conventionai plot and character develooﬁent,' Her novels not
only exhibit thiavintereg;.in form by their own physical

h

arrangements, but they alsé,fespecially To . The Lighthouse,

contain extensive discussions on the subject. Indeed, ggif~

The Lighthouse might very easily be called a fictional expansion
upon Fry's discnssion in "An Essay in Aesthetics". Virginia
‘Woolf shows that shé has an excellent understanding of Fry's

N ‘ ee.

. theories, for'in'To'The-nghthouse she draws~a'distinct oicture

of the relationship between art and life, and shows clearly that
_ she understands the limitations which arelinherent in actual
life.v Her comparison of formal unity in human relationships
with formal unity in art is in every sense. a- continuation of
.A Fry s work “An Essay in Aesthetics . ’

Moreover, we have seen that like the Post—Impreasionists
and Roger Fry, Virginia Wodﬁf turns}her back on conventional

methods of creating. Like them too she insists on autoncmy in

!her work and decides that her novels need not conform to the

_rules of everyday reality. Sh aims, not Fpr a recognisable
.replica of actual life, but for he pure life free from all
,bconsiderations of photographic representation. Like the art of
the Post-Impresaionist, her nOVele preaent a life freed from

| the;bonde of actual life —-a life in which the everyday emotions
ejfh as joy and sorrow are ruthlessly subordinated to considera-v
ejv tioga ‘of form. r‘; ~ ' 1.' Ao 73_' N - |

- Thete Aa perhaps only one inportant aapect of the work of

'hthe Post—Impresaionist artiats Vhich is not- discuaeed by

4
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Virginia Woolf. ‘This is colour. .It is easy to see why colour
does:not-come'under‘discussion in Virginia Woolf's many essays ‘
on theories of srt. She is,'after all, a writer. Her medium
| is therefore not paimt, but words;'.This_being.the case'there
is absolutely.no need for her to be concerned with colour. This
-omission in her critical writings is more than4adequate1y'made

N

up for in ter novels, however. In To- The ghthouse especially

o 7 . she shows that her understanding of the Post—Impressionists
use of colour could not be faulted. By the introduction of
fauncefort with his_delicate hues and hy the conparison made
between Paunceforte and Lily Briscoe Virginia Woolf shows that

h she recognizes the distinction between the Impressionists ‘and

_the Post—Impcessionists. Furthermore, Lily s painting with)its'
'vivid colours is in every respect conparahle to those ofAthe
Post—Impressionists._ | | |

-

-The two novels discussed "‘Mrs. Dalloway and To the L
v ) 9.
Lighthouse display the ' consciousness of purpose which Fry

‘'sees to be an integral part of the work of art aﬂh which he

)

:found in the work of the Post—Impressionists.v ‘That is, "the
N ; ' .consciousness of a peculiar relation to. symnathy with the man
c, a kwho msde this thing in order to g::usc precisely the .
sensations we experience.al' Indeed we do experience exactly the

' whatfthe author wants to experience. We exult in the perfection

v A
0

e gof the fo'm of the completed work and forego completély, and
“ without regret, the emotional‘re:ponses which are typical of

r"agtual life.‘ That is why we feel joy instead of sorrow when |

!
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Septimus dies. That is why we accept Mrs. Ramsay's death
without:succumbing to grief. That is why we accept the
inevitability of the events of theitho novels. Virginia
Woolf explains herself how this 1s made possible:

In spite of the fact that our pleasure is
less direct, less the .result of feeling
strongly in sympathy with some pleasure or
sorrow, it has a fineness, a sweetness, which
the more direct writers fail to give us. . .

Besides this fineness and sweetness we
get another pleasure which comes when the mind-

. 18 freed from“the perpetual demand of the
novelist that we feel with his characters. By
cutting off the responses which are called out
in actual life, the novelist frees us to take

e ‘éqggigh . . in things in themselves. . . . Then
r;fﬁké the mind ‘at work ... . its power to

,ﬂjﬁ put relations in things and disparities
which are covered over when'we are ~acting by habit
. or driven on by the ordinary impulses.

This is equivalent to the significance or 'idea' which Fry
fiuds in the paintings of the Post-~Impressionists. So once'>
again\We see that Virginia Woolf voices the attitudes and.
theories of the Post-Impressionists, but couched in the ' age
of Roger Fry. aThia leads us to conciude-that Virginia Woolf j g
ﬁas indeed,influencedvbywthe:work of'the,Poat~Impressionists,
but that much of the inﬁiuence was receivedfthrough, and
cncburaged by Roger Fry. fhere ia’every indication that
VirginiauWoolf‘gained‘much of"her understanding of the work of
Post—Impreasionists through the informal'tutelage‘of Roger Fry.
. . y ,

It is time now to‘answer'Emily Stripes Watts' questionm.
V’It;muet be_answered.in the affirmative: A vriter of prcse
: fiction'can bdrrcwfnrofcundly fromfancther art form. He can
‘ utilize in 1angua3e the techniQuea*pf a bainter;>Virgini; ‘ \nw)

@ .
\
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Woolf certginlﬁ does. In both Mrs. Dalloway-and To the

Lighthouse she turns repeatedly to the standards set by the

Postﬁimpreésionis;s and by Roger Fry. 1It.is clear that the

painting of th@ﬁébéi-lmpressionists has had a prodigious

.

influence on the ﬁork of Virginia Woolf.

¥
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NOTES

@

1 Roger Fry; "An Essay in Aesthetics", Vision and Design,

p. 20.

2 Virginia Woolf, "Phases of Fiction", Granite and Rainbow,

p. 122, A o ;
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