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. . ABSTRACT e - : i

Maﬁy offVirginia Woolf's strongest characters are female afd ',
“many of her books have at their'centre a concern with the private and
public lives of wémen. Woolf's commitment to feminist issues is amply /
ev1denced‘by thelr domlnance in her criticism and short fiction as weLi R

r

.as in her ﬁbgels. This thesis attempts to uncover some of the feminist

statements in her work and to place them Qithin the broader perspective
=] -

. LY
of her discussions ’f\yomen in general.

The first Fhapter explores the character of Woolf's aesthetic

-

thlnklng played 1n its formation. After a brief

2

and'the role femlnis

discussion of the Form '1§r1theqp1es prevalent in ﬁioomsbury, the chapter

TR

'dealS‘ﬁithbthe‘feminist olitics of Woolf's aesthetic. Th¢ passage from
the_"Spéech before thé quddn/National Sdéiety for Women's Service" abougr
killing '"the angel in the house" ig centrél to this diséuésion.

: W§q}f wrote abdut tﬁe céncebt of a "Woman's sentence" and the
seconddchapter'takes up a discussion of that-notion based on Woolf's
brief comments. Working from and expanging on Woolf's definition, I
aftempt to_examine‘tﬁe evidence for.suéh a notion, applying Woolf's
criteria to ekamples from, among others, Joyce, Léwrence, Aﬁsten and, of

course, Woolf herself.

’ . “ -
A discussion of the notion of female sexual metaphor forms the

\ <

ga31$ for the third chapter. I believe Woolf successfully used metaphor

[

to free herself from many of tﬂé'conservative convenfions of her day and

her books do discuss the sexuality of women though primarily in figurative,

1

AN ‘ : v
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. *rather than explicit, language. Using thbea main metaphor groups--solid
objeets, land and seascapes, and flying Creat;rws--l discuss the ways in
which Woolfluses.each group to explore different aspectsféf female
sexuélity. All three groups seem to emphasize the stress Woolf plaéed on
.mental chastity or personal integrity.

The fourth chapter examines the much discussed notion of

) dudes that, contrary to much of the Woolf criticism

R o - .

availabié;"'b‘i &Etually dismissed androgyny quite quickly and turned
instead to a celebration of the differences in the male and fgmale“
sensibilities. Linked to this is a brief discussion of the‘female,artist
and her.need for personal integrity rather than a merging with the animus.

A brief éoncluding statement attempts to place Woolf in her

rightful position in the tradition of literary women she celebrated.

vi
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CHAPTER 1

~
KILLING THE ANGEL: LSTABLISHING

THE FEMINIST AESTHETIC

Virginia Woolf's association with Bloomsbury and with the
various artists, philosophers, and critics who formed the group and the
fact that the group was of primary importance to the development of her
aesthetic are well documented elsewher‘e.l Woolf seems to have been
par%qcularly influenced by the Formalist aesthetics of Clive Bell and
Roger Fry and her commitment to exploration in form and to artistic
expression follows from their t;eories. Her commitment to feminism,
however, and the way in which it shaped and altered that Formalist
aesthetic, have their roots in her own experience. Bell and Fry helped
her to come to terms with some of the aesthetic concerns that confronted
her, while her cbntinped pursait and support of a female tradition in
novel writing helped her to cope with some of the pressures that
confronted an intellectual woman of her time. The formal coﬁsiderations
of her novels show us how much Woolf was indebted to the concepts of art
that surrounded her in Bloomsbury, but their content, and the content of
a substantial portion of her critical writings as well, show how deeply
she believed in the need to specifically explére the consciousness and
the problems of women. Cver and over again Woolf made it clear that the
problems of a woman writer were not quite the same as those that
confronted a man, and that, however much one struggled to overcome or

ignore that féct, more was to be gained by‘an exploration of the



differences than by & denial of them,

What | mean by Woolf's feminism {a easily defined: her ongoing
interest in and commitment to womaen, both of which are amply evidenced Ly
her 1ife gnd work, ﬁm;lf wrote Hooks that :xplond women 's consclousneas
through the new stream of vnn&ctwmnman technique and ahe tried, 1o
the limits of her-darfng. to explore the feelings, loth mental and
physical, of women. ! am {nterested {n Virginia Woolf an a woman writeu,
using the term not in any belittling ﬂahﬁﬁ’ bhut simply as a way ofgw“
differentiating, of saying, Virginia Woolf was not a man writer. She
bnlltv:d in a tradition of women writers and she was a Jdevoted and
sensitive critic of that tradition. As a scholar of that tradition she
reviewed, praised, chided, re-evaluared, rediscovered and de{nnded

___agalinet ridicule and censure, works by various women. The difference
between being a woman and being a man was importa:; to Woolf not as a way
of dividing or categorizing, of defining reason and passion as male or

sensitivity and emotion as female, but as a way of asserting a difference

of sensibility without claiﬁing some components as exclusively female,

" ,
others as uniquely male. It was the overall difference, the difterence

of tone we might call it, rather than the individual differences that
fascinated her. )
Woolf's feminism grew out of her experiences as a woman in a
. lime when there was a more than usual dose of hypocrisy governing society'§\‘\
treatment of women. Her aestheti¢c, too, grew out of her environment.
Surrounded by artists and philosophers in Bloomsbury, she had access to
lively discussions of complex aesthetic theories. As she grew older and

her work matured Woolf came, I believe, to see her feminism and her

aesthetic as inextricably linked. From the philosophers around her she



drew many of her complex thoories of form. In the warlisst of her novels,

The Voyage Out, the congern with women is in the ptory byt in the later

.
works it becomea part of the form {(rself, As sarly as Mre, Dglloway we
see the blend c;f form and content. The consclousness of the Douk jtself
seens to helong to Clarissa Dalloway, we cannot extricate her character
from the form. The same {s true of The Years where the femsles of the
Pargiter clan soem to dominate, particularly tha&matrinrchul bu:.ﬁhildlwmm
Eleanar. In Woolf's last novel, Between the Acts, the form {» dominated
by the consciousness of three women, Misa la Trobe, Mrs. Swithins, and

Isa Oliver. In that Woolf has managed to make her concern with women an
aspect of form as well as content ! think {t fair to say that she has
truly arrived at a feminist aesthetic. [n order to omprehend the whole,

howevar, it i{s necessary to understand the paris, 5o let us degin with a

L4

brief look at Formalism as it existed in Bloomsbury.
The Forwmalist theory promulgatel by Bell in Art and fry in

Vision and Design clearly finds its source in (. L. Moore's Principia

Ethica, the famous book that was so often at the centre of early
Bloomsbury discussions. Bell's argument, that significant form may be
intuited, owes much to Moore's concept of good which is also intuitively

understdod.2 Also, while Moore found the spiritual superior, he

nonetheless asserted the importance of the material, particularly in

e

regard to beauty, as did the aestheticians Fry and Bell. Abbve all Moore
celebrated friendship and love balanced by the quest for knowledge and
the pursuit of aesthetic experience--the very ideals grasped by the
Bloomabury group.3

As a member of the group Woolf, too, read Moore and discussed

him with her Bloomsbury friends; but. she never took aesthetics quite as

N



: : : \ .
seriously as she took art.. When she- records these .discussions in her

I . i .

memoir .of "old Bloomsbury" she cannot help but poke fun at their youthful

@ a

o, . o LS : . ) v -
seriousness: : . s o '

. [1]t fllled me with-wonder to watch those who were flnally left

" in the argumedt piling stone upon stone, cautiously, accurately,
long aftei\ljfhad completely soared above my sight . . . . ‘One
had gllmpses of something mlraculous happenlng high up in the
aiw . . . Sakon would be taklng his pipe from his mouth as if~
to speak, and putting it back again without having spoken. At
last, rumpling his:hair back, he would: pronounce very shortly
some absolutely final summing up. The marvellous edifice was
“complete, one could stumble off to bed feellng that ‘something
very important had happened. It had been proved that beauty
was--or beauty was not--for I have never been quite sure whlch

——part of a picture. S

While‘Woolf is self—deprecating in'herfinplication that she could not

D
o

follpw the dlSCUSSlOD her summation of thée argument suggests that the

,\

edlflce ‘was not quite so- archltecturally sound as “dome .of the young’

V4

phllosophers mlght have w1shed it.

s

s . The empha81s Moore placed on‘beauty and aesthetic expérience‘

“Wwas translated by Clive Bell and Roger Fry. into the notion of 81gn1f1cant

f-form., Fry and Bell both agree that what 1s essentlal to a work of art is

l

not just.the form in the phy31cal sense of the word but the "1def." As

Bell acknowledged; "[tlhe starting point for all systems of-aesthetics_ -

o O : . e . 5 o
must be»the personalcexperrence of |a specific emotion," and furthermore,

°

\ "[t]heorles not based on broad and deep aesthetlc experlence are ‘

worthlessf"ﬁ‘ Fry, less Spelelc i hlS deflnltlon of the- concept than

‘Bell, definES significant form onl? hesitantly andgconcludes that:

[wle feel that a work which‘%ossesses [significant form] is
. the outcome of an endeavor td express an idea rather than to
" create a pleasing ob]ecg . .l. . One can only say that those

who experlence it feel it to jhave a peculiar quality of
"peality" which makes it a'm tter of lnflnlte importance in

thelr lives,’ - v

. ! .

‘ A Tl T



Bver leery of the elusive and exce351vely esoterlc, which’ led,
in his words, to "thevdepths of myst1c1sm, 8 Fry delighted in the obv1ous‘
©  as well as the obscubei #He celebrated '"the rediscovery of the principles

‘of strneturel design‘{/and‘harmony"9 and suggested that there were five
elements, Nnhythm;‘mass,vspatial judgement, ‘light and shade, and COlour"lO
that were cépabie“of,aronsing emotien. "The first quality that we demand
in our sensatiens will be order," he wrote, "w1thout which our ‘sensations
will be treubled and perplexed, and the other quallty will be varlety,
o w1thout whlch they will not bewfully‘stimulated." 1 Fry s con51deratlon
of the elements 1mportant in Visual art could easily be deseriptive of
Wooif's writing as well. Particulanly in The Waves, arguabi{ her.most
Eobmaiist‘werk, we can see the importance of "rhythm, mass, spatlal
fﬁudgement5;light and shade, and tolour." fIt 1sothe con51deratlon of
‘Athsekfive elemenfs in Woolf's novel that create the ebb and flow of the
wa;es from the eanliest scene where.;hose five elements fill the-
censcionsness of the characters as chiidren,vio the conclusien, where, in
‘the comniexities of the fully adult conseiousness,‘the elements have i
netreated to the backgfound'bnn are;nonethelessyessential.
The Waves opens,.after the introdncibr&'descriptive‘péssagegl,
with the five characters as children responding to the sensaal-world

around them. They describe what the§ see, dividing their nerceptions

into the elements Fry considered essential:

.

'I see a ring,' said Bernard, 'hanging above me. It quivers
and hangs in a loop of light.' e . &

'l see a slab of pale yellow,' said:Susan, 'spreading away
until it meets a purple stripe.' ' ‘ .

-a-/-eon-n---o--o.o.-o LI LY « e e .

'I see a globe,' said Neville, 'hanging down in a drop
agalnst the enormous flanks of some hill. (W., p. 6)

. - .
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As the characters age'their_environment and their responses become more

complex. But those five essential elements remain as ‘the structuring
' : : = T \ o .
force of the narrative. Over and over again in the novel you can find

them in a single pafagraph,'all together in the space of a few lines. ¢

Let us take, for ‘example, this section from the concluding paragraphs:

7

January, or September. Ano 'general awakening. . The stars
draw back and are extinguished. The bars deepen themselves
between the waves.” The film of mist thickens on the fields.
A redness gathers on the roses, even on the pale rose that
. hangs by the bedroom window. A bird chirps. Cottagers light
their early candles.  Yes, this is the eternal renewal, the

" incessant rise and .fall and fall and' rise again. (W., p. 200)
LA - . -

[a]_notl%r day; another Frid@another twentieth of March,

In Woolf's hands Fry‘é five. elements are no longer essential merely to

“art; they are basic to the very pulse of life.

‘ ‘Iﬁ many ways the Fbrmalist concepts of éEE_ang’Vision ané Design
are a manifesto for Eost-Impréssidnism. The'Fbrmalist theopists'revolted
against art és representaﬁion and'against ?hé direct expression of what
;ere'primarily didactic idéaé by‘fhe Academy paintérs; Bell, bec%uée of
~ his dissatisféction'wifh the horality and éentimentality of the tééhnically
skiliﬁd but uhimaginative Victorians, chose to emﬁﬁasize the physical
charaéteristics-of the rebellion at the riék of losing sight of the
‘importancema? content. Formalism alléwéd the eye to be delighted by the
_’sheer senisual beau¥y of line and colour after yéars éf being over-burdéned

with tedious de%ail and pfetentious cfaftsmaﬁshipl Fhfthermofe,vit'fréed
‘the spect%tor tobpngeiVe the éssepce'of and to resﬁond emotionglly‘to an
onect, say a vase‘of floﬁefs, without haviné.an expiicit rendition of |
oné‘befofe hefﬁ _ R |
~The FOrm§list dissat;sféction;with the 1imitations of Victorian

art'parallels Woolf's nespoﬁses to writers like Benhett and Gélsworthy as



¢

typified by her comments in "Mr Bennett and Mrs Brown." In this essay of
1924 Woolf criticized "the Edwardian’s"12 for laying too much "stress upon
the fabric of thingsh They have giyen us a house in the hope that we may

be able to deduce the human beings who live there."13 Woolf is as bored
& J -

.

with their clrcultous detalls as Fry and Bell Were bored w1th William
Powell Frlth Augustus Egg, and the other Academy painters. ?
vThe slgnlflcant form possessed by a work of art is an.empodiment
. of the "idea" present in the work which, in turn,.is a manifestation of
the creatcm;g or artistfs-sensibility. One aspect of that sensibility
was sex; Thus,if'Woolf yisbed for significant fofm,she had_to’be trne to

her own sensibility and that meant that her femaleness partly determined

the aesthetic properties of her work. Woolf.experiended the fémalé

sensibility as differentiated from the male and celebrated it as a

separate entity. She also wrote on the "female tradition and went so far

¢ \ : ‘ . : S
as to prapose a "woman's sentence'" (as I shall discuss in the next
, : : ‘ = -

chapter).\fWhen placed in the context of the Formalist discussion which

. 1 e R
surrounded her in Bloemsbury, these facts lead us to her own conclusionas-
that her expé&riences as a woman must partly determine the '"significant

form" of her \ork. Woolf was a feminist and she held the Formalist ; :'//

. /
5. /

e 3 /

..conv1ctlons on\the nature of 51gn1f1cant form to be true. Thus it follgws

that -her aesthetiic must be feminist as well.
Woolf repeatedly makes the seemingly obvious point that a woman
is not a man and t at her sensibility differs as“muéh from a man's as -

does her body Her\ two major femlnlst essays, A Room of One's Own and

Three Guineas, both xplore aspects of thlS concern. -In A Room of One's

Own the central issue is ¢he,tradition of women_wfiters“and‘the

possibilities~Woolf see ,_thPOugh the,persona of a fictional aubhor,



’

. Woolf also considers the issue ‘of androgyny, the rather utopian

.of the male and female sénsibility to create a single superior sensitivi

\

Mary Carmichael, for new freedoms in the prose of the‘fuﬁgke. Three

: ’ ' i
Guineas explores the lives of the daughters of educated men and the
controlsyimposed upon them by a patrierchal sociefy. More radical and

polemical in tone thah‘A Room of One's Own, Three Guineas cqneludes that

. ) . A} .
women must become "outsiders' (TG., p. 122) if they are to preserve:’

‘

"chastityﬁ‘of mihd (zgf, p. 92). In Three Guineas Woolf argues that

society has’emphésized the wrong kind of'hhastity, that the integfity of
a pure mind is of a much greater value than that of a pure body This
. / .

theory of mental chastity 1nformed her flctlon as Well énd as I shall
try to make clear in a discussiom of Wbe\f's use of metaphor, the success

and happiness she allows her charécters, particularly the women, is often

+

in direct proportlon to thelr ablllty to preserve\me\\\\‘lnte ty. As

if trying to flnd a solution to the sexual divisions her “theories suggest;

@®

I believe, as I will argue in my final chapter, that Woolf ultimately

refecéed.the.possibility of androgyny as a false utopia and retufned, by
theiend of her career, back to an assertion of the diffefences;between
the sexes and their percéptions.

Woolf'e feminist aesthetic included a eonsi@eration of ‘the

language.of women, of their integrity, of the validity of their difference,

and all these theories found their beginnings in her assertion of what we

LN mre

_might call, to paraphrase slightly, the 'difference of view'. .At the

conclusion of her 1918 reyiew, "The‘Women Novelists," Woolf wrote,

finally . . . there rises for consideration the very difficult
questlon of the difference between the man's and- the woman's
view of what constitutes the 1mportance of any subject. From
this spring not only marked differences of plot and incident,
but infinite differences in selec?gpm, method -and.style.

-



her ¥928 essay A Room of One's Own, the key feminist statement of her -

aesthé%fﬁ is to be found in the 1931 "Speech before the London/National

i

Although Woolf goes on to discuss some of these differences in

- Society for Women's Service" finally published, in its entirety, in 1377

in the posthumous icollection, The Pargiters. In this speech Woolf

g

explores the mythic figure -of the angel in the house, describing what it

is like for a woman writer to confront this monstrous ghost and why the

iauthor,must slay her. Because I feel that an understanding of this

o

‘Passage is absolutely crucial to an undérstanding of Woolf's femingism,

" particularly as it appears in essays like- Three Guineas and "Women and

LY

——n

Fiction," I am taking the liberty of quoting a large portion of the

Televant passages..

[t]lhere is a villain in the piece. That villain was not, I
grieve to say, our old friend the other sex--Or at .least only
indirectly. The villain of my story was a woman, and I propose
to call her, after a figure in a well known poem, the Angel -in
the House . . . . She was intensely sympathetic. She was

': immensely charming. She was utterly unselfish. She- excelled

in. the ‘difficult arts of family life. She soothed, conc111ated,
sacrificed herself, took the hash if there was only chicken' *
enough for one, and in short was 'so constituted that she never
had a wish or a mind of her own but preferred to sympathise
with the wishes and minds of others. Above all--I hope I need
not say it--she was pure, There were a great many things that
one could not say without bringing a blush to her cheek.

Having established, beyond the possibility of dpubt,  the

v1rtues of - the angel Woolf then goes on to record the: author s flrst

meetlng w1th her:

&

k-

&,

* when I'came to write--though I was not an angélymyself—-I had

five hundred a year and angels never have & penny--there was an
Angel in the house with me. The shadow of her wings fell upon
the page; I heard the rustling of her skirts in the room. Now ;
this| creature--it was one of her most annoying characteristics
--neyer had any real existence. She had--what is much more
difficult to.deal with--an ideal existence, a fictitious

Discussing her early career as a reviewer Woolf writes,

~,
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‘ - g
existence . . . . The Angel in the house was the|ideal of v
womanhood created by the imaginations of men and \women at a
- certain stage of their pilgrimage to lure them acrogs a very
.dusty stretch of the journey. They agréed to accept this ideal,
because for reasons I cannot now go into--they have to do with
the British Empire, our colonies, Queen Victoria, z%rd Tennyson,
the growth of the middle class and so on--a real relationship -
between men and women was then unattainable. (P b XX
. w .y
At this poiﬂf Woolf makes it clear that the role of men in the manufacture
, , .
of this abomination is not quite as indirect as shé had at first, somewhat
’ A ~_‘ : . , .
ironicalyy; impli€d. By the persistence of their fantasies of“%omanhood;

#

and’ by their imposition of these fanta31esfupon *¥heir wives, mothérs, and

daughters, men have helped to create and foster the myth o sthe angel.

Y .. v ¥ ’
In her denunciation of the pat%ﬁarchy in Three Guineas, Woolf mdds that *.

e

"angel" if they are to free themselves ‘from the expectatlons forced dpon

v ',..x.‘.

them. But: 1t is stlll the angel who must be kllled first and-here Woolf

oy

tells us why: W K
- £ ™
B ' ‘e
when I came to write reviews the Angel in the House stole Ly
behind me arfd said "You have got yourself onto a very queer =

position.» You are young and unmarried. But you are writing
for a paper owned by men, edited by men--whose chief supporters
are men; you are even reviewing a book that has been written by
aman . . . . Therefore whatever you say let it be pleasing to
men. Be sympathetic; be tender; flatter; use all the arts and
wiles which I Heaven help me have used till I am sick of the
whole thing (the Angel did sometimes speak like this to women '
when she-was alone) but believe me it is absolutely necessary.
.Never disturb them with the idea that you have a mind of your
own. And above all be pure." With that she made as if to
gulde my pen.
I now record the one act for wh1dh 1 take some credjit--
. - though the credit belongs rather to my inc¢ome than to me--if
* one has five hundred a year there is no need to tell lies and
it is much more amusing to tell the truth--I turned upon that
Angel and caught her by the throat. I did my best to kill her.
My excuse--if I were to be had up in a law court and charged
with murder<-would be tHat I acted in self defence. If I had
not killed her, she would have killed me--as a writer. That
. woman--but she was not a woman she was an Angel--has more blood :
on her hands than all the murderers who have ever. been hanged.
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Writer after writer, painter-after painter and musicians I dare
say too she has strangled and killed., One is always meeting

their corpses laid out in blggraphles. But she has a special
hatred of writers and with good reason . . . . writing is a

very different matter--you cannot even review a novel without »
expressing an opinion upon characters, morality, human
relations-~all matters of vital importance in the conduct of

the house and thus coming directly under the notice of its '
Angel . ... . In short I was forced to attack many of the most '
sacred objects in the house, and that the Angel did not like.
Therefore I did my.best to kill her. Whenever I felt the
shadow of her wings or the radiance of her halo upon the page
I hﬁbk up the inkpot and flung it at her. But though I flatter

o myself that I did kill her in the end, the struggle was severe;

- it took up much more time that had better have been spent in
learning Greek grammar or in roaming the world .in search of
adventures. Well, that is one professional experience--killing
the Angelin the House. (P., pp. xxi-xxxiii, emphasis Woolf's)

Woolf makes the struggle seem mock epic, but we don't lose the
sense'that it is time corsuming--even the length of the passage Woolf
uses to tell the story emphasizes the sense of time wasted, time that

would have been much better spent studying or travelling as'men, who have

no mythic angel against whom they must,battle for survival, are free to
do. The Angel is, above all, a threat to the integrity of the woman
writer. - Her move to guide the’pen is the force of the image of the woman

‘as guardian of home and hearth trying to maniﬁﬁlate all women to "be

: & ' )
~pleasing to men." The stereotype is a corrupt response to the idea of

the nurturing female, and, as Woolf makes clear, such fantasies, when

they are shared by entire societies as they were in Queen Victoria's day,
Q, , . ’
hake "a real relationship between men and women . . . unattainable."
Woolf concluded the portion of her speeéh devoted to recounting

“"heb struggles with the angél with the words:

{alll I can tell you is that I discovered when I came to write-
that a woman--it sounds so simple, but I should be ashamed to
tell you how long it took me to realise this for myself--is not
a man. Her experience is not the same. Her traditions are
different. Her values, both in art and in life are her own.
(P., p. xxxiii)

‘ , |

1
T

~
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The difference of values is an important one to Woolf, yet ds a wri;er
she felt denied the ab&iiﬁy to explore that, andkother, diffepenceé.

N
After a brief excursion iﬁ% a theory of androgyny in the 1920's Woolf
remained convinced of the importance of the assertion of the differ;nces
betwe?n men and women for the rémainder of hep career, growing more
kinsistent as she grew older. Buk she felt, as a woman writer confronted
by seemingly endless bgoks by men and a precious few by women, that only
half of the story of‘différences was ever told. Wﬁat female voices there
were, she realized, were often either directly or indirectly censored;
she often ﬁses a metaphor of fishing to explain the process of imaginative
thinking and.its censorship. In oni such discussion the fishing line
-(the imagination) hits an obstacle--the obstacle of stereotypes and
‘expec%ations énd pressures from the male-dominated society. Woolf got
around thaf obstaéle, as Ihd;séuss later, partly through the use of
metaphdér. In this speech of- 1931, when the fisherwoman/author drbps her
line into thé depths ofvherfuncohscious,kit goes slack and floats up to

the surface. The reason for its sudden lifelessness is its lack of

experience} as Woolf wittily stages it:

[t]he reason hauled the imagination on shore and said What on
earth i the matter with you? And the imagination began
pulling on its stockings and replied, rather tartly and
disagreeably: it's all your fault. [You should have given me
more experience to go on. I can't do the whole work for myself.
C(Ps, po oxxxviii) '
As the parable continues, the fisherwoman/author drops her line again,
this time with unexpected success, but suddenly the voice of reason calls

a halt. There follows a dialogue between imagiﬁation and reason:

Good heavens [the imagination] cries--how dare you interfere .
with me! How dare you pull me out with your wretched little

|
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fishing line. And I--that is the reason--have to reply, "My
dear you were going altogether too far. Men would be shocked."
Calm yourself, I say, as she sits panting on the bank--panting
with rage and disappointment. . . . You see I go on, trying to
calm her, I cannot make use of what you tell me--about women's
bodies for instance--their passions--and so on, because the
conventions are still very strong. If I were to overcome the
conventions I should need the courage of a hero, and I am not a
hero. (P., pp. xxxviii-xxxix)

‘Here the reason acts as the  obstacle, recognizing the futility of thinking

-ﬁﬁns to this problem

about things that cannot yet be written. Woolf M
of artificially or.externally imposed limitation®#!#c many times in so
many ways that alreader can only assume that it was one of the major
frustrations of her professional career. First experience is denied her,
then she is inhibited from discussing those limited experiences which are
her own. She cannot write as a man and to attempt to do so is fo betray
her sex and thus her own consciousness; to write as a "woman," in the |
sense fhat the angel sees her, is to further confi;; herself in an
already restrictive time and place.

Obviously Woolf's commitment to feminist concerns is, at least

in part, a direct result of her frustrations with the various forms and

degrees of censorship that surrounded her. The Pargiters was begun as a

novel-essay alternating chapters of fiction with essay commentary.

°

Although Woolf drafted'only a relatively small portion of the work before
tran;forming tﬁe chapters of fiction into;the opening of The Years, she
£writes diéparagingly in the completed essays of the practice of keeping
womenvignorant of sexuality, of’denying them the pleasure in their own
- bodies that comes from moving about freely, and éf tééching them fear of

men and of sexuality.

At the ‘same time as Woolf rebelled against the conventions that
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confine® her, she cast an envious eye in the direction ot some of her

more controversial male contemporaries. In another part of her tpeech
. N

for the Society for Women's Service--a portion she later excised--she

wrote:

[t]ake Mr Joyce or Proust. One of the achievements of their
books is their honesty, their openness, their determination to
say everything. For women, the prudery of men is a terrible
bugbear. Dr. Johnson said, '‘we were shocked to see a woman
cross her legs'". So until the year 1850 (I daresay), women
never crossed their legs. Now men are shocked if a woman said
what she felt (as Joyce does). Yet literature which is always
pulling down blinds is not literature. All that we have ought
to be expressed--mind and body--a process of incredible
difficulty.and danger.

' A certain attitude is required--what I call the pouring-
out-tea attitude--the clwbwoman, Sunday afternoon attitude. I
don't know. I think that the angle is almost as important as
the thing. What I value is the naked contact of a mind. Often
one cannot say anything valuable about a writer--except what
one thinks. Now I found my angle incessantly obscured, quite
unconsciously no doubt, by the desire of the editor and of the
public that a woman should see things from the chary feminine
angle. My article, written from that oblique point of view,
always went down. (P., pp. 164-65)

14

Woolf sought out the freedom of choosing her own angles, of varying.them,
of mixing them, and, whilelshe had some majqr successes with her
experiment; in form, she never quite achieved the freedom of content she
desired. At least, that seems a logical conclus}on éonsidering that her
anger at the patriarchal society in which she lived is at its most

volatile in Three Guineas, which comes near the end of her career.

Woolf sustained her commitment to women throughout her life.
We can find ample evidence of it in her friendships, her diaries, her

letters, and in her criticism as well as her fiction. We see it not only

- e

in the public statements of A Room of One's Own and Three Guineas, but °
also in the private anguish of the d%ary entry in which she records the

death of Katherine Mansfield and-her own complex reactions of jealousy
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and losa:

A
[a)t that one Feclﬁw~whnt? A shock of relief?.-a rival the
less? then confuslon at feeling so little--then, gradually,
blankness and disappointment; then a depression which | could
not rouse myself from all that day. When [ began to write, |t
seemed to me there was no point in writin%; Katherine won't
read it, Katherine's my rival no longer. 7

We can see her commitment also in the lively and aftfectionate correspondenc
with Ethel Smythe to whom Woolf wrote in 1930, "[i]t i+ true that | only
want to show off to women. Women alone stir my lmagination.”lu Her
feminism was central to her aesthetic in that she felt, as a woman artiut,
a primary commitment to her sex as well as to her art, a need to be trus
within her art to the psychology of her sex while maintaining the
"outsider™ (P., p. 7) status of an artist and observer of life. Woolf

was not one to jump on a passing bandwagon. Her dedication to feminist
concerns was personal and individual but she never relinquished her

commitment, even when she was under attack from friends and foes alike,

4

as she was immediately after the«publié%tion of Three Guineas. She never
forgot the Angel in the House and she never looked back, pursuing her
writing career and "now and again getting up to shy an inkpot at an angel"

(P., p. xxxvii). One of the values of apt for Woolf was its potential
pulll ¥ .

-

for truth, not a truth based on the realistic representation of human life,

but a truth inherent in the idea behind significant form or--in Moore's

1]
1

notion of the good and beauty--a truth that came from the sincere
expression of the artist's aesthetic idea. For Woolf one of the most
fuﬁdamental truths was that she was a woman writer and therefore not a man
writer. To fully appreciate Woolf's feminist aesthetic, we must look
carefullj at her theories as well as at her fiction. Let us continue,

then, with a discussion of what Woolf called the "Woman's sentence.”lg

g



CHAPTER 11
THE FEMALE SENTENCE

One's Own, Woolf remarks that "[tlhere i+ 5o mars

on the wall to meanure the precise helpht of women' (Rm,, . #°00 New

et te * vy

thare a critical vocahulary established with which we can leal

with the works of women writers., Women Jdo not weflte with e v oaoe, but

perhaps among the best of them thepre are moment of g shared v odoe,
Woolt envisioned an ideal shared voice when she wrote, in A Koom ot One
Own and in her criticism of {ndividual women writers, of the potion of o

1 . . .
"female sentence." "For we think back through our methers {f we gre

women," Woolf wrote,

[i]t is useless 1o yo to the great male writers tor help,
however much one may go to them for pleasure. lLamb, Browne,
Thackeray, Newman, Sterne, Dickens, DeQuincy--whoever it may be
--never helped a woman yet, though she may have learned a few
tricks of them and adapted them to her use. The weight, the
pace, the stride of a man's mind are too unlike her own for her
to lift anything substantial from him successfully. The ape is
too distant to be sedulous. (Rm., p. 76)

Cred® novelists like Dickens and Thackeray, Woolf argued, wrote with a
male sentence that was "unsuited for a woman's use” (Rm., p. 77). But at
the same time as she supported the notion of a female sentence, Wool! was
aware of the problems such a generalization creates. If the male sentence
she analyzed 'was ideal or archetypal so was the female sentence she
proposed. For one thing, many women writers did train themselves on the
very male writers whom Woolf lists; thus their sentenceé were imitations

of the male mode rather than departures from it. Woolf felt that George

16



Litor and tharlotte Mrontd fellidnte this trap, Imitating tle male
sapitefice, Brogtd “stumbled and fell” while Lliot "committed c‘l‘\n itien

. that bLeggar description” (Rm., p. 770, To mome extent (U appears
that women writers who choses to disguise their {dentities with a masculine
peudunys carried the charade of a male ldentity into diction and
Rarrative structuyre as ﬁall.; At the other extreme were wimen like Min,
Humphrey Ward, the anti suftragette, who set cat to prove the Jdelicacy,
sens{tivity, and purity of the female mind in a manner which can only be
calleod coy.  The writers on hoth ends of this continuum were tesponding
1o "x'itii‘irsm, valced or unvoided, Woolt arpues, which made them
conciliatory. Such a writer was always either “admitting that she was

v

‘only a woman,' or protesting that she was 'an yoeod o man't (Rm.,
p. T4). By Woolf's criteria such corruptions of tone and style produced
seriously flawed novels. -

Within the traditinn of the ferale sentence wool! allowed Jane
Austen and Emily Bronté, Among her contemporaries, she admired Katherine
Mansfield, Dorothy Richardson (with reservations), and, to a leaser
extent, Stella Benson., Ultimately, though, Woolf saw hersel! as the
upholder of the female 5entegc¢ so It is to her thdt we look for evidence
of its ideal structure and form,

Mary Jacobus, responding to Weolf's notion of female sentence

in an essay called "The Difference of View,'" notes that when we speak of

a language for women we do not mean

a refusal of language itself; nor a return™o a specifically
feminine linguistic domain which in fact marks the place of
women's oppression and confinement. Rather, a process that is
played out within language, across boundaries. The dream of a
language freed from the Freudian notion of castration, by which
female differente is defined as lack rather than Otherness, is
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at ‘first sight essentiallyntheoretical, millennial and Utopian{" "

. . « . Difference is redefined, not as male versus female--not
- '~ as biologically ¢onstituted-~but, as a multiplicity, joyousness

and heterogenelty whlch is that of textuality itself.

r.'.'? & - . o - ) -
Wﬁat Jacobus desires is an emphasis on text-which implicitly includes the

notlon of expans1veness and freedom Texts berﬁow and adapt from and -
N allude to other texts and that is at the root of the "mult1p11c1ty,

joyousness and heterogenelty . . .-of textuallty "‘ Such multiplieity

yoa -

(rsuggests a freedom from‘male and female definitions--a kind of textual
- 8 - N : V‘ ) -
* androgyny, if you will, an ideal wqich Jacobus shares with Virginia Woolf
o . e Lt ' - e " : )
: “ Woolf complained in her essay "Women and Fiction" of writers

i
~

Awhose "visién beavmésﬂtoo°masculine or . . . too feminine; it loses its
\ N . N ;Ve Lt

perfect 1ntegr1ty and, w1th that its most essential quality as ‘a work of
artl"5 §pr‘Woolf "1ntegr1ty," the central vision that: formed the text

the "perceptlble whole,”6 is qulntessentlal to the work. Woolf uses: the
word "integrity":to indicate the condition of being true to the whole.

.-
*

This is related to her celebration of integrity in her characterization$»

of women in her ‘novels. Oust as women must preserve chastity of mind by

&

remalnlng free of "unreal loyaltles" (TG s Po 93) symbolagéd by the
‘ 1nstatutlons of the patrlarchy, sp a work must be true to 1ts author S
tconsclqusuess rather thanh to the.traditions or cdnventibnscof a genre.
The "whole" takes_sn’the connotations eﬁ the solidvpbject (whieh is
: discussed at length in thelnext Ehapter)ﬁfor Woolf.  As the image;of!

‘integrity-and 1mmutab111ty 1t remalns untouched in its centre, a well

CAENY

written book 1s its dwn SOlld defense.  This idea d% integrity remalned

paramount for Woolf thr0ughout her writings unllke the notion of androgyn

' dl s

which, as we shall see; she qulckly abandoned

Thezlutegrlty‘ls also, in part at least, a matter of " balance
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" and that includes, at least i*'WOOlf's early writings, the balance between

. _ .
male and female. The aspect of balance in Woolf's notion of the

perceptible whole is roughly eq ivalent to Jacobus' notion of textuality

and both writers assuhe that th fragments of language, ideas, and traces

of other texts will find resolution in the.finishéd work. For the woman

9

writer some of these fragments:—and I think Woolf would be the first to
acknowledge this--are the traces of the male-dominated modes of literature.

L ‘ o
Although Jacobus' criteria are essentially compatible with &

Woolf!s, they differ on one major point. In fact, Woolf said of Dorothy

Richardson's sentence that,

~[i]t is a woman's sentence, but only in the sense that it is
‘used to describe a woman's mind by a writer who is neither
proud nor afraid.of‘angthing that she may discover in the
psychology of her sex. g

'Woolfbis acknowledging that the female sentence is both psychological and

stylistic, a matter of what' is said as well-as how it is said. She is
“ ! : .0

very ‘close to suggesting the biological determinism which Jacobus shuns.

Is Woolf Qrong tovsuggest‘that~a female style might be

/

"biologically constituted"? Women are different from men.: Their sexual
and reprodﬁctive organs function differently; women's are largely internal

while men's are external. Women bear children and menstruate; men do not.

“

Women tend to have a higher pain threshold, more body fat, better manual

" dexterity at tasks requiring fine finger coordination, and there is now’

substantial evidence that they use the two halfbrains differeqtly than
men. ''Women are generally superiof“to men at verbal tasks, while men
perform better on tests of spatial ability. These differences have been

‘explained by evidence ‘that the female brain matures more rapidlﬁ'énd

. appears to be less lateralized than the male brain."g' Other more
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d%batable studies have linked aggreasion to the male hormone testosterone
/;ﬂihave purported to prove that many of the perceived sex differences
/zsuch as play tendenctes, 3001allzatlon, etc.) are hormone related.

There is substantlal ev1dence‘to demonstrate that women mature sexually

at a different age than men and their sexual capacity is, on the average,

greater. Intercourse seems designed to produce male orgasm (necessary

for procreation) but not female. 'Finally there are abundant cultural

——

dlfferences so far reaching tﬁjt it is accurate to say that women have a’
dlfferent hlstory from men. For example, Dorothy Dlnnersteln s The

Mermaid and the Minotaur analyzes the ways in which women have been

mythologized into virgins, mothers whores and mohsters’throughout the

r

‘centuries. The means through whlch the patrlarchal system, as “the
'organlzlng force of 5001ety, slowly ellmlnated women from medicine,

education, law, and legislative and civil roles have also been well
L \ _ , ‘
documented.9 Assuming all these differences, is it still far-fetched to

say that women, who allow themselves the, freedom to'do‘so,_may indeed

o

write differently from men?

The stereotypes ofhmale and female style suggest‘that men
should write in afVigoroas,;aggfessive; muscular style while women should
write in a'senéitive; romantic; and emotional voice. Woolf's example.of

the male sentence is indeed vigorous and muscular:

[t]he grandeur of their work was an argument with them, not to
stop short, but to proceed. They could have no higher

. excitement or satisfaction than in the exercise of their art
and endless generatlon of truth and beauty. Success prompts
to exertlon and habit fac111tates sucgess. (Bm., p. 77)

;

In these sentences, she argues, we can see the echoes of "Johnson, Gibbon,

and the rest" (Rm., p. 77). Woolf's own sentences are less self-contained,
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more fluid and propulsive: : ' -

[alnd as it went on I set it against the background of that

" other talk, and as I matched the two together I had no doubt
that one was the descendant, the legitimate heir of the other.
Nothing was changed; nothing was different save only--here I
listened with all my ears not entirely to what was being said,
but to the murmur or current behind it. Yes, that was it--the ..
change was there. (Rm., p. 14)

Woolf'é sentences afe more spontaneous and rhythmical than the
deliberately rigid1male version she concocts. The evidence in Thomas .
J. Farrel's essay '""The Female and Male Modes of Rhetoric" ‘suggests that
the differences Woolf~perceiVéd may have some statistical basis.lov On
the averagé he found thag the female mode is more methetic, open—ended
“and generativé than the male mode which tends to be frame&, pre—seleéted

3

and. contained.

The rhetorical organization of both A Room of One's Own and

Three Guineas is, in fact, deliberatély non-logical in form. - Woolf

conétantlykinterrupts hérseif with apparent diversions and digressions.
Purporfedly chanqe occurrenges are observéd witﬁin parentheses or dashes,
“such as in the example above, and the result is an accomﬁodating and
spoﬁfaheously éxﬁgnsive style. Of course the "chance" occurrences afe
almost always just the thing to illustraf¢ the poinf Béing made, but tﬁe'

ease with which they appear makes the whole argument. seem discovered

rather thaﬂ“created.' The lightness of the wit, even in the angry and

muéh more polemical Three Guineas, produces a different authority than
the‘sﬁeeping generalizatidns of thg'mé}efexahple Wooif‘provides. Woolf's
wit.is not self-deprecating--it often veils, and only just barely, some
§efy potent attacks.on the‘pétriarchal sociefy——But it does suggest a:—

different notion of authority than the pedaﬁtic male model she provides.



22

In Woolf's nqnéfictipnal prosé the author isdvery present in her text;

the need for the autﬁoritative and judgmental "we" is'gone to be reblaced

by an\eqﬁally authoritati?e but less imﬁo;ing ny.on | o .
For Woolf the ideal female sentence was elastic. She saw this

 .thential in the works of Dorothy Richardson of whom she said,

[s]he has invented, or . . . developed and applied to her own
uses, a sentence which we might call the psychological sentence
of the feminine gender. It is of a more elastic fibre than the
- old, capable of stretching to the extreme, of suspending the
;frallest partlcles, of enveloplng the vaguest shapes.

If we look back to our f#o examples (Woolf's conc;cted male sentence and
her own description of a‘conaersation), we can see the effects of this
elasticity. ﬁoolf!s sentences are hore‘propulsive, moré spfingy and
: bg%yant,.more flexible and.accomhodéting, seemingly cépable——as her dashes
imply--of spontaneous expanéion. The male sentences are‘self;contained;
less impulsive, more inclined toZSink‘ét:the end wi£h thé1Weight of
finality.‘ Clo;ing statements like "generation of truth ‘and beauty" and
"habitvfacilitates success" maké one want to stop and ponder rather than.
move on. The‘samplerfrom Woolf, in contrast, always .seems to leave the
conclusions in the éir. "Nothing was changed" and'"yes" begih sentences
although they conclude the thouéhts of the prece&ing séhtences and-thﬁé
oné.idea leads to another with an air éf'expectancy. furtherﬁore the
male sentences have an aﬁstpactness of diction that is absenf iﬁ mostan
Wbolf's writing.'

To berfair,‘fbe.male sentences Woolf éives.are of her own
. concéqfion and aré,vhowever true fo Bennett or Galsworfhy or Gibbon they-

may seem, therefore parodies. A sense of justice compels me to introduce

the real thing at this point. In an attempt to give this discussion the
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illusion of scientific thoroughness, I have chosen moments of parallel

action, namely kisses, from three contemporaries, V. Woolf, D. H. Lawrence,

and James Joyce.

Sally stopped; picked a flower; kissed her on the lips. The.
whole world might have turned upside down! The others
disappeared; there she was alone with Sally. And she felt that
'she had been given a present, wrapped up, and told just to keep |
- it, not to look at it--a diamond, something infinitely precious,
wrapped up, which, as they walked (up and down, up and down),
she uncovered, or the radiance burnt through, the revelation,
the religious feeling!
e . Virginia Woolf (MD., p. 52)

And suddenly a kiss, there on the back of my neck . . . I took’
out my watch and marked the hour when I would allow myself to
think of the kiss for five minutes only--it was so precious--

the kiss of an old grey-hdired woman with a wart on her nose,

the mother of all my kisses all my life. -
e - Virginia Woolf, '"Kew Gardens" (HH., p. 30):

§
{

JuliaAblazedJ Julia kindled: Out of the night she burnt like
a dead white star. Julia opened. her arms. Julia kissed her on
‘ the lips. Julia possessed it. ~
Virginia Woolf, "Slater's Pins Have No
Points (HH., p. 111)

Richard took her in his arms and kissed her. Holding her
tightly, he kissed her passionately, so that she felt the
‘hardness of his body and the roughness of his cheek printed upon
hers. She fell back in her chair, with tremendous beats of the
heart, each of which sent black waves across her eyes. He
clasped his forehead in his hands.

Vlrglnla Woolf (VO., p - 73)
Then his mouth drew near, pressing open her. mouth a hot,
drenching surge rose within her, she opened her:lips to hlm, in
pained, poignant eddies ‘she drew him nearer, she let him come
further, his lips came and surging, surging, soft, oh soft yet
oh, like the powerful -surge of water. . . .

D, H. Lawrence, The Rainbow (Mlddlesex

Penguin Books, 1975), pp. 299-300.

g

And he kissed her face and brow, slowly, gently, w1th a sort of‘
delicate happiness which surprised her extremely, and to which
she could not respond. They were soft, blind klsses, perfect
in their stillness. . Yet she held back from them. It was like
strange moths, very soft and silent, settling on her from the
darkness of her soul.. She was uneasy. '
‘ D. H. Lawrence, Women in Love (Middlesex:
b : Penguin Books, 1976), pp. 209-210.

\



. Her arms were round his neck, he klssed her and held her
"perfectly suspended, she was all slack and flowing into him,
and he was the firm, strong cup that receives the wine of her

- life. So she lay cast upon him, stranded, lifted up agalnst
him, melting and melting under his kisses. . . .

' D. H. Lawrence Women in Love, pp.. 373 T4,

.~

He closed his eyes, surrenderlng hlmself to her, body and mind,
conscious of nothing in the world but the dark pressure of her
softly parting lips. They pressed upon his brain as upon his
lips as though they were the vehicle of a, vague speech; and
between them.he felt an unknown and timid pressure, darker than
the swoon of sin, softer than sound or odour.
James Joyce, Portrait of the Artist as a
Young Man (Middlesex: Penguin Books,
1977), p. 101. '

Now if we use for our criteria of judgment Woolf's measuring
stick of elasticity and add to it somerof the ideas of Mary Hiatt12 (who
has done extensive, computer—assisfec studies of male end female language)
we can indeed see a patfern emerging. Hiatt nores thatvthere is a larger
1nc1dence of anacoluthla in. wrltlng by women, a style which tends to
produce a sense of "disconnectedness" or self-interruption. She also
found (again this is statistically, these are averages) that wohen use
@ore’ devices of renetitio‘n, ‘particularly syndetic ones. Specifically“the

devices which Hiatt found occnrring two or three times more frequently in

works by women than by" menr are asyndeton polysyndeton, anaphora, tmesis,
. 3 _ ‘ '
and trlplets.l Perhaps 1t is relevant that the most famous twentieth-

century theorist on the narrative uses of 'repetition was a woman,
. . . . . .e {

Gertrude Stein.

Thomas‘Parrel'é descriptions.of na;e and female rhetoric tend

»

to support Hiatt's conclusions as do most of Robin'Lakoff's observations
;o -
" in "Women 'S Language.“lu’ Lakoff adds (and here Hiatt dlsagrees) that

women are‘more emotlve (except where anger and hostlllty are concerned),

-

and .that they are more he51tant and}less dec;aratlve which tends to

- "//
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reduce their illocutionary force. Many of Lakoff's observations in this
area tend to reflect a greater reliance on cultural bias than, I think,

do Hiatt's findingé. If women portray less anger and hostility\(and many

_contemporary feminists seem determined to go to the other extreme on this

one), it is because they are trained away from anger. Interestingly

enough, Woolf's angriest book, Three Guineas, was also the book that

"
\

. ‘ } :
precipitated the most hostile reviews. As Phyllis Chesler has pointed

. 15 . :
out in Women and Madness, women are encouraged to. see their own anger

‘as an emotional illness, not as a legitiwate cause or tool for self-

expression. .Thus critics responded to Woolf's expression of .anger with

open hostility and accusations that she was destroying the natural order

-

\

‘of things.16 Similarly the politeness and the tendency toward euphemisms

that Lakoff observed in women's prose seem to me to be learned rather

than innate characteristics. : ‘

What then can we make of our examples in light of this

. information? To begin with, I think it worth noting that, for all

" Woolf's supposed reticence and for all Lawrence's professed explicitness-

about sexuality, it is Lawrence who turns kisses into moths, women into

. X " b . B . .
win€, and the sexual act into a kind of underwater gymnastics meet.

Y

Woolf 's metaphor of a 'kiss being a precious gift and Joyce's that it is a

ih require much smaller--and less awkward--leaps of imagination.
re radiant, conjuring diamonds and stars when desired,

hen dreaded, as the passages indicate. The kisses in

vay, "Kew Gardens", and "Slater's Pins" are pleasurable; the

one in The Voyage Out is not.
Woolf's use of metaphor is consistent, as we shall see 'in the

nqxtféhapter, while Lawrence's is not. Furthermore Woolf always manages

3
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to describe fhe actual kiss in a sentence of ten words or less while the
tﬁo men take an&where from twent«y-three to fifty words.

Although her éentences are on the whole shorter, Woolf uses
repetition in the examples more consistently than the mal; writers and
towards a_diffqrent end. Joyce, in the example froﬁ,Portrait,‘répeats
the word "pressure" and variants of it.b This subtly pndéfliges fhe fac%
that Stephen, however willing, is, in effect, being seduced in this:
passaée. At the same time the repefition emphasizes his own reciprocal
pressure; his erection is the "timid pressure" of tﬁe last clause.
"?féésure" also picks up the recurrent $ibilant sounds which combine with
the lbﬁg vowels to give the passage a slow and léngofous pace;- The use |
of sibilants in the paSsage not oniy_pecalls the serpent's hiss, the
"swoon of sin," but alss reff%cts the sexual abousél of the characters--
the'/s/ is a soft, somewhat breathless sound, very sensuél in the mouth,
very appropriate to a seduction scene.

Iﬁ'the\firSt example from Lawrence and in the "Slater's Pins"
 example from Woolf the fwo writers are using repetition heéﬁil& towaéds

similar ends, bﬁt‘again the effect is quite different. Both authors seem

I3
L2

to want' to convey the intensity and explosiveness of sexual pleasure in
the language itself. Woolf does it with very\short, Qery intense,

explosive .and simple sentences which are highly repetitive: .

Julia blazed. Julia kindled. Out of the night she burnt like
a dead white star. Julia opened her arms. Julia kissed her on
the 1lips. Julia possessed it.

The repetition here lies mostly within the
sounds.l7 WiZh only one exception each sentence offers a‘slight

modlflcatfinwof the preceding one. The short, simple sentences produce a

-
Pitd
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quick, breathy rhythm for the reader, while Lawrence tries for the same
effect with one very long sentence slowed by numerous commas and
sibilants. The heavy-handed water imagery in the Lawrence pa%sage——
"surge," "sﬁrging" (used twice)j "eddies," and "surge of watep" are all
used in a single sentence--and the tendéncy towards purple prose--'"in
pained, poignant eddies she drew him nearer'"--are much more apt to make

us laugh at the Lawrence passage than at the Woolf. He does produce

somethingxpf an orgasmic rhythm in the language--

she drew him nearer, she let him come further, his lips came
and surging, surging, soft, oh soft, yet oh, like the powerful
surge of water-- Lo v

(and it comes complete_with ejaculation in that final surge!). The
deliberateness with which the orgasmic effect is achieved mitigates some
of its effectiveness. Lawrence has neither the splendid artifice of
Joyee's pgsSage—-"darker than the swoon of sin, softer than'sound or
odour''--nor tﬁe progulsive spontaneit& of the WOolf passage which captures,
in its‘simplicity, the emotional excitement of the moment. ?Pe actual |
use of the language differs.in the passages but then so does what is
actually beiné expressed. Lawrence and’Joyce’are trying to capture the
Qholérsexual act in a kiss; w@blf is interested in the®tension and
excitement of sexuai feelingé, not intercourse per se.

 In the passages cited, Woolf's sentences suggeét emotional
intensity. The most bhysical of Woolf's kisses, Richard's and Rachel's,
‘isralso the least positive. Unwanted, it sends 'black waves' over Rachel.
Thg}other Woolf kisses have a strong emotional clérity-apd joyousness
which parallel tbe metaphorical imagés of‘d;amonds and stars. 'Joyce
combines sensatiéns of the body’with those of the mind--the pressure is '

’

1
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both physical and mental, after all--with the result that the senses are
intermingled with the emotions. In Lawrence, however, there is very )
little emotion involved; his images are all intensely physical; even the
metaphors refer more to thé body than to the feelings or senses. The
example from The Rainbow shows the pattern Lawrencé sets. It begins with
a probing kiss, increasingly urgent, followed by penetration and
ejaculation. It is a physical rhythm of blood and heart pounding with 2
increased strength to climax. Lawrence writes about physical sex, about
only one aspect of what is going on between two people.

If we look ;t other women writers whom Woolf included or excluded
from the tradition of the women's sentence, we will find that Austen in
‘particular and Emily Bronté, to a lesser degree, do write with a sentence
‘that is elastic in the manner in which we have defined the term. Austen,
like Woolf, makes heavy use of the dashqto interject seemingly spontaneous
--and often apparently extraneous--thoughts into a senfénde. Her séntences

share the buoyant and accommodating tone of Woolf's, producing the effect '

of impulsiveness in spite of the obvious care of their design:

[s]he looked back; she compared the two--compared them, as they
had always stood in her estimation, from the time of the
latter's becoming known to her--and as they must at any time
have been compared by her, had it--oh! had it, by any blessed
felicity--occurred to her td institute the comparison.
Jane Austen, Emma (New York: Scholastic
Book Services, 1969), pp. 434-u435,

This is an expansive sentence. It speaks with a casual authority which

does not ‘depend on fixedness or rigidity, but rather upon lightness and
+ ‘,

wit. The rhetorical structure is relaxed and there is a lack of

. ’ ' . s s ‘. : 8
assertiveness about it. It is indeed without that "strong male thrust"l

which Ahthony Burgess--in a moment of more than usually blatant



phallocentricism- ~complained that Austen lacked. In spite of her lack o
astertiveness, Austen's books do not lack unity or sipniticance ot desipn.
She habitually uses irony to modity the authoritarian tone of
general izations, but in doing so she does not sacrifice her own authority,
it remains in the deftness with which plots and characters are drawn, and
in the sophistication of her comic spirit.

Jeorge Eliot also uses irony but her touch is not ds relaxed as
Austen's or Woolf's and her books are more inclined to be ponderous and
judgmental, and her writing less é1a$tic. Austen and Woolf use irony
like a rapier--a light thrust and a quick withdrawal--with the result
that the irony is light and witty; with Eliot it seems to become a
bludgeon at times. Eliot seems to want to create the effect of buoyancy
and expansiveness in her prose, but she often mistakes iength for the

appearance of flexibility and the result can be most unpleasant:

-

[e]lven in her most uneasy moments--even when she had been
agitated by Mrs Cadwallader's painfully graphic report of
gossip--her effort, nay, her strongest impulsive prompting, had
been towards the vindication of Will from any sullying surmises;
and when, in her meeting with him afterwards, she had at first
interpreted his words as a probable allusion to a feeling
towards Mrs Lydgate which he was .determined to cut himself off
from indulging, she had had a quick, sad, excusing vision of
the charm there might be in his constant opportunities of
companionship with that fair creature, who most likely shared
his other tastes as she evidently did his delight in music.
George Eliot, Middlemarch (Middlesex:
Penguin Books, 1979), p. ?28.

Surely this is what Woolf had in mind when she referred to Eliot's
"atrocities" with the male sentence. The Woolf or Austen dashes are here,

as are the little interruptions or changes of direction that indicate
that Eliot is attempting to create a sense of the ongoing quality and the

unpredictability of thought, but the overall effect is rigid and wooden.
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The phrasing {s ponderous and heavy--"ahe had at flrst fnterpreted his
words as oa probalde allusion to a feelling towards Mes Lydgate™  and

couniters the tealipg of npontaneity that the vaplous joterjections are
meant to engender, (It appears that Lliot would also have us believe
that women--or at any rate, other women- think in a most circultous

tashion which {s, | think, disproved by Hiatt's tindings as well as by
the samples trom Woolt and others.} Nopr Jdoes Lliot wse the dovices of

parallelism and repetition which Woolt uses to giyg vhythm and propulsion

to long and complex sentences, devices which ave, it
accurate, employed more frequently by women than by men.

The problem with adopting Woolf's critecia, with adopting any
criteria really, is that it becomes a kind of self-tul!filling prophecy.
A great many women writers would have to be relected as being outside the
female tradition if we demand elasticity in their prose. Ot course,
there are many who have put themselves outside the tradition by their own
doings, by adopting a male voice, as Willa Cather does when she creates a
fictional male author for her work My Antonia, or by adopting a4 male @
conception of a female voice, as Mrs. Humphrey Ward does when she offers
the "heart of an Englishwoman"lg along with her staunch defenses of

. - v

traditional, patriarchal family life. Still, as readers we do #ullge the
authenticity of the voice; we automatically evaluate the performance when,
for example, we read a book with a first person female narrator and a
male author. For this reason I find it interesting that in one of the
great female interior monologues of the modern period, Joyce's 'Penelope,"
the notion of the elastic, spontaneously expansive female sentences is

taken to the extreme. Molly's entire soliloquy, which takes up some

forty-odd pages of text, is rendered in only eight sentences. Perhaps
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liyie tewo Telt that the bhey to the female atyle lay in Uhis s cnmeelatling
alantivity.

An a wemafi realer, | alse . onsolously evaluate whether or nat |
foel a woanah Wi itler (o, i Woull's words, "true to the paychology of har
sex.” 1 think that what Wk lf means here is that a woman wiiter who i-
true to the pasychology of ler sex has a female authority, nut a male, ov
a male Jdetined volce, manetitlally she must write as a woman, oot in
litepary drag, nor {n a costume conoocted by a ﬁ‘mllm dresser.  dbviously
this notion is an intuitive, highly ~ublective conslderation, bhut

]

nmmthul‘&m& I find it possible to conclude that writers Libe Colettle,
Virginia Woolf, and Katherine Manutield please me more than Seorpe Pliot
Willa i‘”‘atfmr. or Dorothy Richardson., My crviticiasm gt the secomd group
revolves around the notion of authority. | 'eel that women writers
untrue to the psychology of their sex uare untrue lecause they have
adopted a4 male authority. Cather does it by trequently having male
narrators and Richardson by obscuring the female character's emotional
and physical self (Miriam conceives a child in !‘i”‘xﬁ‘rir{m&e»‘, tut only the
most astute reader can .Jecipher the passage).

Obviously what this means is that I feel they have adopted a
male manner; they have allowed their work to be 4.;:.).z~x'u;vrted by the male
tradition which deprives them of the authority of their own insights. As
a result they lack the authority that convinces us, as readers, of the
authenticity of their narrative voice. Instead their works often appear
ill-formed, indecisive, and imjgative.

Woolf modelled the id8al female sentence on her own sentence

and on Austen's, not on Richardson whom she eventually rejected. Her

ideal was a sentence that incorporated control and spontaneity, order and
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o
o

frqgmeﬁléfiop,'and, at this® early stage of her work, malé\a?d fémale.f‘If
P S . _ : :
the "%iying heitér—skelter'resolves itse}f by degrees'info a peroéptible
whole" then‘"uéity" and "sigﬁificance, or design"2o'can be achiev;d;
: Aone'all'eléé it is an ideal,that~éelebratés=bq;ancé as do Woolf's own

g?acefully designed .sentences. Hiatt's book, The Way Women Write, also-

- %
a&phasiZes women's use of balance in rhetorical devices, adverbs, and
, i ! v r

| - % . h il
¢onstructions.2l Hiatt con®ludes that women's obsession with balance jis
1 I . o S '

/an aspect of their aiming to please, or at least not to offend, and
| . . 3 .
ldismisses it as "middle of the roadf"22ﬂ But perhaps the point here is

/' whether or not . the Middle is a bad place to be (assuming that men and =,
’ . t 3 ) .

women are even on the same road!). For Woolf there was a grace, an order,

o -

a significant form, if you will, to balanced and elegant sentences; this

. ) ., _ .
does not necessarily reflect the concerns of other writers. - If she saw
. ,

this bqlanée to be peculiarly female--and although she began by calling
it andrqg?ﬁous; I believe, as I Hopé to prove later, that she later

abanidoned that notion in favour of celebrating the more specifically

vd .

female-then it was because she wished it to be so. She saw her own

style--a direct descendent of” Austen's--as the one best suited to the .
female ﬁ%de. «If the female ‘sentence exists it would be, as we have seen,

balanced yet spontaneous and elastic, "capabie of  suspending the frailest

-

particies." It would be as we find it in Woolf.

To attempt to . define is aﬁtomatically to confine and reject.

& . Y 2 . .
Woolf acknowledged this when she recorded her final response to .Richardson
. - ) |

in-her diary, "[i]f she's good then I'm not."23 To aﬁscus§ those included

is to reinscribe the exclusions, as Mary Jacobus notes:



w
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"a possible operation of the feminine in language" 1is always
elsewhere, not yet, not here, unless it simply reinscribes the
exclusions, confines, and irregularities. . 24

+
o

But Jacobus's view remains pessimistic; it speaks of female silence

within male language. Showalter's conclusions are more promising:.

o

wthe land promised to us is not the serenely undifferentiated
fniversality of texts but the tumultuous and intriguing
wilderness of difference itself.?2° $

Differences of structure and grammatical usage are less apt to be
culturally determined than differences of tone or vocabulary. F male
" style will be found in the rhythms and patterns of the prose, ngf merely

in the content. ., Without defining new parameters we can still acknowledge " °

that the differences do exist. . » - ‘

Works like Mary Hiatt's computer—asSiSted'study will help us to

identify some of those differences more accurately. As Hiatt herself

notes in the conclusion to "The Sexology of Style': - .

[tlhe findings do suggest that there may be ways in which the
writing of men differs from the writing of women. That is,
there may be "masculine" and "feminine'" styles.
But such styles probably will not coincide with the

- current’ stereotyped and traditional notions of how men and
women write, for these notions are historically embedded in
literary criticism and deeply involved with women's roles.
Therefore it is not at all unlikely that . . . we will find
differences which depart from a traditional, nonobjective view.

© It is important to recognize and remember that, however imprecise
our means of pinpointing or discussing them are, the differences remain.

They are necessary for s to understand the similarities, the moments of

1

. 4 v .
shared voice, the influences, and the allusions. It is difference that

defines for us many texts rather than one text, just as it is difference

- -
°

that defines male and female culturally, socially,”and physically. It



. .
seems inconceivable that two peoples as dissimilar as the human sexes

' . . SN ' e s
should speak with the same voice; there is a female style and it will

: )
become more precise as women learn to accept and appreciate their own
voice. *
? T It was; on the whole, this ideal of a female style that fascinated

Woolf., She wrote about the female sentence in a rather roundabout fashion,

[

‘touéhing on desired traits or-characteristics, but never actually

defining her terms. I can do no more than expand on her considerations;

2
\

the precise definitions, if indeed they are possible, remain as elusive as
t : .

ever. What we do have access to, however, is her use of the language
N . 7 L

o

o

itself and in hermchoice;df metaphors Woolf is, I. believe, specifiéall&
female and "truebto the psychology of her sex." 1In her extensive use of
figurative ianguége she explores the female side of human sexuality not

- ~ - : : .
just in'fermsnof the sexual act itself, but also in terms of the
impoftancedto women of the ideanofvchastity, integrity, and individuality.
Her metaphéfs'speak of female bodie;,\femal;cfeafs, failurés, and |
. triumphs, female minds and female desires; Whether.or not she uses a
"female sen%ence," Woolf speaks eloquently, if occasionally é bit

K

elusively, of female econcerns. ’ : o ~



CHAPTER III

METAPHOR AND THE EXPLORATION OF FEMALE SEXUALITY

It is the météphor, that non-literal, highly figurative device

- of the language, that givés‘much of the breadth of\expression to Epglish
prose. Metaphors surprise and delightwthe féader; they speak without
didacticism.» They expose a nimble miﬁd: a dexterous wit, an imagiﬁative
eye. . But they also allow the writer true discretion. Figurative
language deménds the co;consfiracy of author and readé?, the makgr‘and
the appreciator of metaphor. The writer issues a concealed inyitatioh to
the reader and theﬁ fhe readef expends a special effort to aécept tﬁe
informatipn cohtaiqu in thebmetaphor. The appreciator.of a metaphor is, -
then, responsible for two things: "he must realize that the expression
is a metaphor and he must figgre out the point of tﬁg expression."l' Thus
the relationship of the maker to the appreciator is one of community and
“the transaétion between author and reéder, which requires the expenditﬁre
of. effért on both sides, pléces sgme of the burden of knowing/onto the |
readéf. If a writer cohééals’his discussion of some topic in figurative
language, as Wodlf conceals’hér discussion of female sexuality, and fhe

' reader correctly interprets the metaphors,‘thenfthe reader caﬁ:hardly
élaim fo be'corrupted or surprised by the author. The restrictive rules
of female'deportmeﬁt——peﬁceived of actual--have made metaphor'even more

important for the erotie expression of female novel{izj than for their
. B 7 : .

male counterparts.

S

For Virginia Woolf those restrictive rules were real and present

35
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obstacles as her comments in '"Professions for Women" reveal:

The image that .comes to my mind when I think.of this girl is
the image of a fisherman lying sunk in dreams on the verge of a
deep lake with a rod held out over the water. She was letting
-her imagination sweep -unchecked round every rock and cranny of
the world that lies submerged in the depths of our unconscious

being. . . . The line raced through the girl*s fingers. Her
imagination had rushed away. . . + And then there was a smash.

There was an explosion. There was form and confusion. 'The
imagination had dashed itself against. something hard. The girl

. was roused from her dream. . . . She had thought of something,
* ' something about the body, about the passions which it was
unfitting for her as a woman to say. . . . The consciousness of

what men will say of a woman who speaks the truth about her
passions had roused her from her artist's state of
unconsciousness. She could write no more.

The hard object which the line hits is, of course, the censorship, both’
external aﬁd internal, of the woman's sé#ual consciousness. Such
censorship was, in Woolf's time, an inescapable socialvconventidn.
rFigurative languagé provided the means %hrougﬁ which Woolf could
circumventvthat'hard, submerged objéct;

Although the sexuai'metaphorszoolf employs are many and
various, they caﬁﬁbe broadly grduped into ﬁhree.méin categories.  There
-are solid objeétst‘not obstacies this tiﬁe so much "as anchors, which
enable the women'wﬁo identify with them to define and-grasp some
. comparatively "solid" aspédgﬁ%f self. The possession of or identificatien—
with these obieéts.is associéted‘in ﬁoolf's writings with the hotion of
sexual integrity. .Sécondly,'there ére the landscapes which suggest
freedom and flying when they aré,open, aggressive sexua;ity when thgy are .
like. jungles, aﬁd hidden depths (and‘terrors) when the image %s éf the
sea rather than solid. land. Thirdly;,there is the loose and very
complicated qategofy of flying things——often birds, but also butterflies,

moths and other insects. In particular, women are crippled insects,
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moths dashing themselves into lights, wet and heipless flies, unopened

a

chrysallds, or_butterflies w1th shrivelled wings. These women have all

9

the fragility of the creatures w1th .whom they are llnked but only seldom
do they possess the comparable freedoms.
These metaphors are female in' the sense that their reference

. s . , 3 . ‘ .
points are the bodies and sensations of women. - In various ways, 1in

language ranging from the erotic to the mystical, the metaphors cemmunicate
something about the sexual lives of Woolf's female characters. Although
they do not ﬁecessarily reveal new information about female seXuality,'

theSe metaphors do provide an unexpected look at the -known. We speék of

.

the soul or the psyche.forming a solid core.to the being but we do not

necessarily relate that sensation to a clutched coin or book. Open

landscapes do have an intensity about them but we may. not 1dent1fy that

Tt

ihten31ty as the result of the freedom that a feeling of spac1ousness
.produces. And though we may feel that a sharp rebuke or an unwanted
demand clips or shrivels our wings, we usually dO'nofiexpréss our dismay

in such a figurative manner. Woolf's clever metaphors detour around that
« . .

hard obstacle in the water and free her to plumb the depths of the

‘

unconscious+and to express the passions and anxieties of women as easily

ae she’discusses the manners of an Edwérdian drawing room. The pleashre
. of Woolf's metaphors is that t52§'are both lure and divertissemenf;

The solid objects that signify integrity for the women in

" Woolf's novels are the direct opposite hf the obstacle in the watervthat
. the movelist in "Prefessions for Women" mhst confront. The successful
women .in her novels, successful'ih the sense that they cope adequately
with the'realities of their lives, have eome eommand over theiobjects in

their lives. In contrast, the unsuccessful-women; like Rhoda in The

"

- A - .
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Eé!gg, or Peggy Pargitef; or Rachel Vinrace, are unéble to grasp any
solid.aspectbbf life. Reélify for them is protean and-they cannot hold
on iong enough tq triumph over its transformations. The women who fail
also tend fo laék sexual-integrity.‘ Woolf argues very persuasively in

Three Guineas that women must preééfvé chastity of body and mind by.

stayihg free;& "unreal loyalties" (I§., p. 93) to famiiYi church, state,

et}
BN

or profession. She desires a sort of cerebral virginity uninvaded by

o~

patriarchy as it is represented by those male-dominated institutions of

state, church, law and education which she so eloquently undercuts in

Threé Guineas. .Women must remain "outsiders" (TG., p. 122) to sustain
this chastity. The charactersi;hq succeed fh remaining éutside (and they
do so while being mothers, lovers;«andtwives) are complete in themselves

~ rather than dependent on the men in their liveé.for a vicarious totality.

| For qulf it is as if the sense of an indi@isible and immutéble self
which all of these‘women possess is the necessary and suffiéient condition
of sexual integrity which é;géedes their ability to connect wifh_others"
--either menﬂor women. Most of these women afe assqciateé with an object,
either veal or imaginary, that functions as the private symbol of their
integpity;J Clarissa Dalloway has the diamond of self, Mrs. Ramsay the

‘third.stroke‘of the lighthouse (not in itself .solid, but treated by Mrs.
Ramsay as thoﬁgh it were), Orlando the oak tree, Eleanor Pargiter the
coins clutched in her hand during the party, Jinny.hervscarf, and Susan

. v

the "hard object" at the core of her self.

The Years will be a dominant source for my discussion of Woolf's

use of metaphor because,the now published early draft, The Pargi{ers, with
its alternating chepters of fiction and essay commentary, clearl§ shows

just how much Woolf intended the book to be about the "sexual\life of

/
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o !‘,
worﬁén."u Before I look at how the women in the novels relate Fo solid
objects let me take one example frow Woolf's short story "Thé
Introduction"5 whquwtﬁé}relationshié between the character Lily Everit
and the object, an essa& on the character of Deap Swiff, is made
explic%pi% one of self~definition. Lily is a shy young woman at one of
ClariSSAFSalloway's parties who, upon seeing her hostess approach, feelsJ

that she

had two minutes respite there in which to hug to herself, as a
drowning man might hug a spar in the sea, her essay on the
- character of Dean Swift. (MDP., p. 37)

The essay, which received three stars from her Professor, is her anchof
and her measure of self-worth. It is what éllowé_her to feel that the
giéter and the maid who_fuss over her before she leaves for the pafty are
simply ‘arranging the surface while '"beneath lay untouched like a lﬁmp of
-glowing metal--her essay" (ggg;,'p. 37). Sﬁe divides life into '"rock and
waye"k(the solid and the fluid), but anortUnately'she is not‘preﬁared

o : . i

for the vicious rocks the waves dash_hef against. She must- confront men
at the party and her éolid object is,nét rock enougﬁ to defend her
against their massivéssolidity. She feels 'the stars on her paper
ﬁyielding to the préssure of ﬁnquestioﬁable might. . . . [wlhat had she
to oppose to this massive mascu;ine achieyvement?" (MDP., p. 40). Against

a

such opposition all solidit& escapes her and the

hard lump (her essay . . .) wobbled began wilting, she could

not keep hold of it, and all her being (no longer sharp as a

diamond cleaving the heart of life asunder) turned to a mist
- of alarm, apprehension, and defense, as she stood at bay in
- her corner. (MDP., p. 38) - . :

Lily Everit, like Rhoda in The Waves, is defeated by the fact that she

cannot prevent the solid from becoming fluid and escaping her grasp.
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Although Lily is 6bviously very intelligent, she has no ego, no solid
centre with which to defend herself. The three stars given to her by a
male professor have a '"terrible lusfre"_by the story's end; they are
"troubled and bloodstained" (ﬂgg.;np.“u3). Without a solid centre she is
" reduced to an insect (as I:shalI discuss later) and crusheé.

In the novels, tge relationships between women and solid
objects, though perhaps mofe subtly exbressed than in "An Introduction,"
are nonetheless consistent with the story. Women who can find solidity
in the world ar;und them also possess a strong and healthy ego; those who
cannot, do not. : ) : _ (

Tﬁe first example of the solid ébject as focus for the self in
The Ye;rs belongs not to the central figure of Eleanor but to her sister

Delia. At her mother's funeral Delia is unable to feel.until "three

pebbles fell on the hard shiny surface'" of the coffin and at that moment

she was possessed by a sense .of somgthing everlasting; of life
mixing with death, of death becoming life. TFor as she looked
she heard the sparrow's chirp quickér and quicker; she heard
wheels in the distance sound louder/ and louder; life came’
closer and closer. . . . (Y., p. 68, ellipsis Woolf's)

Unfortunafely for Delia, the minister's platitﬁdes disrupt her reveries
and she notes angrily that "hg‘had spoilt her moment of understanding"
(Y., p. 68), Consistently in this novel reveries intenfupted are not
recaptured; Delia does not get another moment of understanding but goes
on to marry a perversion of her fantasy man and raise childrén that Woolf
never bothers to nam?.

Throughout the novéi it 1is Eleanof YFO displays the-greatest

affinity for solid objects. ‘She'is the Pargiter sister who has the most

clearly defined sense of self. Repeatedly in the book she ponders the

f
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fate of the walrus-shaped brush Martin had given their mother, pausing to
reflect at one point that "[t]hat solid object might survive them all"
(Y., p. 71). It does not, of course, and at the end Elganér survives

R l
while the brush has disappeared from the writing desk.6 The solid objects

which do survive, in spite of being dropped down steps and into sofas,
are the coins which Eleanor clufches throughout the final sequénce of the
novel, Delia's party. |

: At Delia's party, confronted by.the generations that have

followed her, Eleanor begins to worry about the focus of her life:

My life, she said to herself . . . I haven't got one, she N
thought. Oughtn't a life to be something you could handle and
produce?--a life of seventy odd years. But I've only the

present moment, she thought. (Y., pp. 279-280) .

At this point, however,  the coins which she has been clutching, her

"share" of the fare for the céb she rode in with Peggy, make their

: P ‘
presence felt and shesbegins to see herself in a more positive light:
¢ . -t

She clenched her hands and felt the hard little coins she yas
holding. Perhaps there's 'I' at the middle of it, she thought;
a knot; a centre; and again she saw herself sitting at her
table drawing on the blotting-paper, digging little holes from
which spokes radiated. Out and out they went; thing followed
thing, scene obliterated scene. (Y., p. 280) ‘

Although Eleanpr feels’thgt Shé cannot communicate her discovery;’"no,
she thought, I can't find worés; I can't tell anybody"h(zrz p. 280), she
has found the "I" af the centre of her being. Later at the party, when ‘
her mind slips during her contemplaéion éf the patterns of life, she
wishes that she could g;vé her thought to Nicholas that'he might "cabry

.

it out-into the open unbroken; to make it whole, beautiful, entire"

—

(Y., p. 282).. This quest for ﬁnity is a central function of the radiant

]

self possessed by the women in Woolf's novels who succeed in life. The
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spokes lead out from the centre but they also draw back in towards the
axle. This paradox of radiance and containment, which also manifests

itself in the contrasts of unity and dispersion or fecundity and

integrity, is consistently present in almost all of Woolf's fictional

writing. We see it in the radiant sun whose heat repels (it is burning

hot) and attracts (in its life-giving aspect) in the novel Mrs. Dalloway
through to the simultaneous '"scattering and foraging" of Miss La Trobe in

Between the Acts.

.

Eleanor's coins radiate likg the circles and spokes. she remembers

>

drawing on the ble{ting paper at the meeting she attended in the same

room years ago. In [The Years coins are also associated with another

0

radiant object, the moon, and the connection, through the chastity

traditionally associated with the moon, adds integrity to the coins which
are more frequently associated with corruption. '"The moon," the narrator

notes, "shone like a silver coin, perfectly polished, very sharp and hard"

(Y., p. 107). The moon is also a "chaste sixpence’ in Three Guineas as

Herbert Marder points out in his discussion of the symbolism of coins in
s e 7 . s . . . . .

Virginia Woolf. It is important that coins are given integrity in the

novel because they represent for Woolf the possibility of freedom for

women. In Three Guineas the possession of coins of their own is the one
way for women to free themselves of the unreal loyalties tpat constantly
threaten integrity. It is ohly with an income anava room of her own, i
after all, that a woman can sustain ‘her mental chégtity.

Eleanor is, inAfaEt, as solid as tﬁe coins in more ways ‘than
she realizes. There is indeed a knot, a centre, a core aro;nd which the

spokes radiate and that core is the "I" that resists invasion. Eleanor's

solid centre can.and does suryive spiritual assaults. Twice in the novel

0}
-



she fecls hevoelf stabbed but the healthy epgo deflects any nenne of wound,
The first time is when Sara tells her that Nicholas is a homosexual and
_the second time is when Peggy remarks that the statue of Edith Cavell8
looks like an aa for sanitary napkins. The knife in both cases represents
sexual knowledge (and the repressive forces of the super-ego) but Eleanor
is up to the attack. At Sara's comment, "a sharp shiver of repugnance
passed over Eleanor's skin as if a knife had sliced it. Then she PPdl;ZHd
that it had touched nothing of importance" (Y., p. 228). In response to
Peggy's statement, "[a] knife seemed to slice her skin, leaving a ripple
of unpleasant sensation; but what was solid in her body it did not touch"
(Y., p. 257). The healtﬁy ego is a strong self-defense.

Clarissa Dalloway's metaphorical diamond of self is an aspect
of the same paradox as Eleanor?s spoked blot or silver coins. The
diamond is radiant but also hardand imperishable--the light can only
emanate (produce the spokes) for as longlas the hard cpre remains.
Clarissa recognizes the paradox herself and sees in the diamond both the
ability to give, the radiance, and the material solidity, and thus

<

stability, of the gem itself. That duality comférts her and allows her
to present a stable self ﬁot efoded by the demands of nurturing in the
roles of wife, mofher, and hostess. ’

Musing on the character ‘of her face in the mirror Clarissa

feels:

that was her self when some effort, some call on her to be
herself, drew the parts together, she alone knew how different,
how incompatible and composed so for the world only into one
centre, one diamond, one woman who sat in her drawing-room and
made a meeting-point, a radiancy. . . . (MD., p. 55)

2

The diamond, which is the hardest and purest of natﬁral substances, is

4



\/’\ e

!
also chaste. [t is only one of many images of chastity aeccociated with

Clarissa in the text. The diamond is also counected with Dally teton's

kiss ﬁpich Clarissa sees as, "a diamond, something intinitely precious,

wrapped up'" (MD., p. 52-53). For Clarissa the most memorable anpect ot

her relationship with Sally was "the purity, the integrity, of her

feeling" (MD., p. 50).

The radiant diamond is a detense against the other image of

self that confronts (larissa, the "shrivelled, aged, breastless' (Mo,

p. 45) woman who finds herself excluded from Lady Bruton's lunch party.

But the diamond is also ice, sterile and frigid. By the novel': end it %@l
% -

: . . 14
has been replaced by that other great source of radiant light g warm

rather than cool, the sun. The sun symbolizes the entire self in the

novel. The Padiant spokes include pain and death as well as life and the
passions and terrors of sexuality. Clarissa's refrain}¥§ear no more the
heat of the sun" (gg., p. 283) is a cry for the acceptance of the whole
self in all its diversity. At her party Clarissa is indeed the 'meeting-
point" or "radiancy" she had envisioned (MD., p. 55), but it is no longer
a sterile radiance. The references to virginity are less dense as the
novel progresses., In the end, through the agency of Septimus' suicide, a

surrogate for her own, she i$ able to confront not oﬁly death bur also

life:

[slhe felt somehow very like him--the young man who had killed
himself. She felt glad that he had done it; thrown it away.

. . . He made her feel the beauty; made her feel the fun. But
she must go back. She must assemble. (MD., pp. 283-84)

Virginia Woolf portrays women as fecund not in their ability to
bear children, but in their ability to connect or assemble. The luminous

central selves attract with their light as well as radiating it. Thus it
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that is celebrated at the novel's end, Live Helen Ambyose, MEOg.- Kampay:,

- . “ u

or Miss La Trobe, Clarissa is a gatharer ot "orts and !fagmepts” ( 1
t- e :

p. LWO). Mre. Famsay may Le the most conventional mother fi‘llg&‘mé:”wi the n*f'
. " w-l‘
i

novels, but her moments of trlumphan? connedtion o not ine ludg the

children at least not phywically.,  The  hildpen are predent, symbolieally,

L3

at the dinner_party in the eight raliant cpatien that ran the 1«113@{3‘(«-?
. ’ e
g
cwthie table.  Like the cantles Mes. Kamsay ' Dternal raliance prdvifias a

tocus not only for her selt but tor the friends ansd tamily that suarnggeind
her . Like the suny, then, thee women are feounnt Do

¢ e
giving warmth ot their dadiance,

4 e

aragox of radiance and attracpion *hat the m
re

explore is most clearly revealed (n the twolimdges ansar !

Kamsay. (u the one hand g 1 rm}':*w;nmvw the cons DR

. . . R . A s
illuminating stroke of the lighthouse, on the athert by a wedge-ghaped
- .
g ® ]

. i
core of darkness. The lighthouse beam [ hepr nurturing, life-giving

aspect while the immutable core of darkness is her private, uninvafed

self. Only the existence of the latter allows Yer to give so freelv of

her warmth.
3
I';
oy AT A

Like Eleancr Pargiter's coin, v Tlarisca Dalioway's diamond,
Mrs. Ramsay's third stroke of tre lightheuse 1% a luminZus metaphor of
self. The most maternal of the mother-women in Woolf's novels, Mrs.

Ramsay still feels

a relief when {[the children] went to bed. For now she need not
think about anybody. She could be herself, by herself. Ard

/7 that was what now she often felt the need of--to think; well
not even to think. To be silent; to be alone. All the being
and the doing, expansive, glittering, vocal, evaporatéd; and
one shrunk, with a sense of solemnity, to being oneself, a
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/ wedge-shaped core of darkness, something 1nv1c‘ple to others.
. +«(TTL., p. 60)

At this point in her reverie Mrs.-Ramsay-has just put- her youngest child

to bed and has sat dowh,—final~§ alone, to. knit.: As she continues to
. - t

think about "this core‘of darkness" her eye is caught by the beam of the

lighthouese and the third strdke balances the '"triangular purple shape”

(TTL., p. 22) as the other aspect of her sekf 7

pausing there she looked out to meet that stroke of the Light-
house, the long steady stroke, the last of the three, which was
her s<rocke . . . this thlng, the long steady stroke, was her:
stroke. *(TTL., p.-61)
Mrs. Ramsay is capable of absorbing‘things into her being--or rather of
allowing.her beiné to be absorbed intd‘things. She "became the thing she

<

looked at" (TTL., p. 61). -

As her identification with the lighthouse'beam increases, Mrs.

Ramsay becomes entrapced by its rhythmi '

[slhe saw the light again . . . she looked at the steady llght
tHe pitiless, the remorseless, which was $o much her yet“so
little her . . . but for all that she thought, watchlng it with
fascination, hypnotized, as if it were stroking with its silver
fingers some sealed vessel in her brain whose bursting would
flood her with delight, she.had known.: happlness exquisite’
happiness . . . and the ecstasy bursx in her eyes and waves of
g pure delight raced over the floor of her mind and she felt, It
*Z is enough! It is enough! (TTL., pp. 62-63)

J

It is a verykmystica? moment for Woolf's work, suggesting a deep spiritual

'bonnection between the woman and the light. Mr. Ramsay, looking at her

e N

1n her reverle, feels, her to be "distant" (TTL , P. 63) and dares not

'gapproach her, anvlmage~whlch carries on the notion .of the moment as a
#‘holy one. The tension is broken by Mrs. Ramsay herself. Having achigved

' the moment, and having discovered that which is immutable and eternal in

v

her self, she willingly gets up and gOes to her husband.



Mrs. Ramsay's dinner party begins in "scraps and fragments"
622&,, p. 85). Once the candles are‘lit, however, the "entire"\(izg.,
P 90)vtable is illuminated and the diﬁers "were broughf nearer by the
candle light, and composed .. . into a party round a table" (TTL , pP. 90).
- Ramsay, the candles, the bowl of fruits, and the boeuf en daube
(that pot full ofdsavoury meats and W1ne), are all unifying aspects of
the dinner. Buf it is Mrs. Ramsay alone who is "irresistible'" (TTL.,
é; 94), who sits guerdinguthe food and the conversation, carefuily
Serving"the choicest bits and steering the talk away from confrontatien.
-Slowly the dinner resolves itself into another triumph for Mrs. Ramsay--
"a ruby" (IIE.,‘ﬁ. 97)+-that aspect of the moment which partakes of

-

eternity and whid%\is gimmﬁne from change, and shines out" (TTL., p. 97).
' v . :

Like Clarissa's diamond, Mrs. Ramsay's ruby is brllllant focal and

[

ipmutable; but whereas the diamond ig chaste and clear the ruby is a
blood-red genistone symbolic of Mrs. Ramsay's fuller participation in life.
Five novels later, in The Years, Woolf will give us Kitty Lasswade, whose

spiritual self, K is connected to the moors and J%o finds herself one day-in

»”
' -

the hollow of an emerald.

In the last section of Te the Lighthouse Lily Briscoe begins to

assimilate the images that were associated w1th Mrs. Ramsay,gwho rather
» .9

‘overshadowed Lily in the;first section. As we have alreé%y noted the

. : J 4, S
lighthouse beam is coq@ecxed with Mrs. Ramsayﬁ but-so is the image of a -
fpuntain—-at 1east in‘James' imagination—-:

. E
B o
“ N L B

gﬁg ) Mrs Eﬁmséy ,”;d to raise herself with an- effort, and at
e jy once to ponr erect into the air a rain of energy, a column of -
pray, looklng at the same time animated and alive as if all ’
¢+ her eneygifs were beimg- fused into force, burning and
'1llum1nat1ng .« . and.into this delicious fecundlty, this
fountain and spray of life,. the fatal sterlllty of the male
plunged itself. (TTL., p. 38)
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Although the fountain is the opposite of a solid object it is an aspect
of the radiant .or dispersing side of the paradox. The fecundity of'Fhe
fountain is self-contained and regenefative. In many ways it is an image

more apt in a discussion of the artist, Lily Briscoe, than of the mothér,

Mrs. Ramsay, for the latter's powers of creatioﬁ‘ape harigg

solo efforts whatever James thinks of male "sterilit

In the final section of the:névéls as Lily is able to face her

|

grief for Mrs. Ramsay, she begins to absorb the metaphors associateéd with

the older woman. First she begins to paint with'the rhythm-of the . light-

‘ -
house beam:.

fas if she were urged

¥01d herself balk, shé made
'he brush descended. It

as; it left a running mark.
d time.. And so pausing and so
ing rhythmical movement, as if

" rhythm and the strokes another,
> P. 1u48) ' : ;

[wlith a curious physical sen
forward and at the same time
her first quick decisive sif
flickered brown over the
A second time she did it
flickering, she attained
the pauses were one partvo_
and all were related. (TTL.

The painting is Lily Briscoe's act of "&elicious fecundity" and its

‘association with Mrs. Ramsay's fountain is soon made explicit:

.

her mind kept throwing up from its depths, scenes, and names,
and sayings, and memories and ideas, like a fountain spurting
over that glaring, hideously difficult white space, whi;; she
modelled it with greens and blues. (TTL., p. 149)

At the novel's end Lily has discovered hef own integrity. At the end of
section three,;no longer éffaid that she is without life because she is
1unmar£ied, nor afraid thét she is "so little, so virginal" (TTL., p; 49},
’Li%y is able to offer Mr. Ramsay what he needs,Without compromising herself.
Looking at her painting, Lily fegl; that "she could not achieve
that razor edée of balance‘betweeh two-opposite fézces; Mr Ramsay and the
picture; which was necessary" (TTL., p. 178). In the novel's final moment

: e
& . )
. B
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she\finds that balance in the single line she draws in the centre of the
canvas Qefore laying down her\brush. The stroke is Mrs. Ramsay, the long,
slow stroke of thé lighthouse.. Above all it is Mrs. Ramsay alone: the
‘stroke replaces fhe dark wedge of the first péiﬂ%ipé that had represented
‘ the maternal Mrs. Raﬁsay; the triangle was the shadow of mother aﬁd_son.
The siﬁgle line is the united woman sufficient in per aloneness—-Lily'
VBfiscoe's recognition of her own integrity as much as ﬁer recognition of
Mrs. Ramsay's.

Just és~the‘woﬁen who succeed in Woolf's novels are full of

sexual integrity and a sense of the wholeness of the self, the women who

fail 3 4incapable/6f establishing a concrete’identity for themselves.
Rachei Vinrace,'Peggy Pargiter, aﬁd Rhoda. all suffer from this inabilify
to define th§mselves againsf someth&ng solid. |

Helen Amprose worries that Rachel is too naive for her owﬁ goad.
Educated by‘maiden'huntS"in London, the. girl has,reacﬁed the age of
twénty-four with no knowledge or undérstandiﬁg of -her own sexuality. ‘In
her conversation with:Helen after Richard Dalloway'sikisé,‘Rachel
Vstammers, "'T canr be m-m-myself'" (!9,,'p; 81), but &t is a statement of
tentative search fathér than of discovery. Unfortunately fér‘Rachel fhaf
search is never concluded. Almost all her attempts to pin herself déwn,
to find something graspable to cling:to, are interrupted, more often‘fhan
not by men. Havingkieft the dance, angry at St. John Hirst, Rachel
finds herself‘in the garden confronting the trees. She sees heréelf:—
still in a fantasticalvlight——as a Persia; princess surrounded bf#WOmén,
bgf hgr reverie is cut short by Terence's entrance. L&fer, when she
feels comfortable wi%% him, he reminds her that she is a woman, destroying

her feeling of "freedom™ and making her feel "self-conscious" and "under’
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observation" (vo., pp. 516—17).
- Réchel's tragedy is that she "connects" with Terence too soon;
_she loses_heréelf in him by loving him before she has discovered her own
-being. When Rachel and Terence fight for "maste;y" he wins by thrqwing
her -to the floor where she '"lay gasping, and-érying for mercy" (!Q,,.
'_p. 305). When she gets up, her dress is torn across suggesting a sexual
rending as well. But Rachel, who is still dgpeﬁdent on Tereﬁce, St. John
and Helen for her education and her éense of self, is Agt ready for such
an encounter. Rachel dies,‘onlthe ﬁetaphorical-level, because she allows
herself to become one wifh Terence in a way that Helen would not allow
herself to become one with Ridley nor Clarissa with Richard. She
surrenderé, in effect, her‘own oneness. Interestingly enough one of the
symptoms of her illness is the sense of disconnectedness. Rachel feels \
in her delirium that her flesﬁ no longer Belongs to her--she ;;; litéral\
. lost her self. | |

In fact her perceptions of the feality around her are as fluid
in her delirium as they were in the jungle, where her inabilify to grasp
theicéncreteness of things is clearly related to sexual anxietyg Rachel
sees things as,t;oggh she were unaer water; images4are unclear and
distorted by refraction. ‘'This relates to‘herAassociation with the mermaid‘
* but the mermaid is, after all, tragically unfit for life on laqd'~_lnh$he
v faﬁous fairytale the mermaid dies’for the love of a mortal, uhable té
adapt and unwilling to surrender her.love.‘ Rachel's other-worldly status
is cpnfirmed by Terence's reaction to her death. The reality of it>
confronts him'only when he.runs into the splid objects of the eVer&day

world and realizes that "here was a world in which he would never see

_Rachel again” (VO., p. 361).

~
i
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More complex than Rachel Vinrace, Peggy Pérgiter has also
compromised herself. She lacks the "chastity" of mind that Woolf argues

is necessary to women in Three Guineas. Although it is never quite made

clear, it seeﬁs to be her job that ﬁas compromised her. Woolf implies
that Peggy has paia tob high a price for the honour of being a doc%or at
a time when the profession-had just opengd its doors,,feluctantly,‘to
\ women;A Peggy sees her own fingernails as a symbol of that indelicate

(-

balance:

[elfficient, shell;like,‘polished but not painted, they're a
compromise, she thought, looking at her finger-nails, between
science and . . ... (Y., p. 250; the ellipses are Woolf's)

The fingernails are neither thoroughly professional (they are polished),
nor thoroughly feminine (they are not painted). Whatever the external
pressures may or may not be, Peggy cannot find in herself the strength
with which to bridge the gap between the woman and the job. Although for
others the nails might easily signify her ébility’to be both woman and
doctor, for Peggy, who has no solidity to reiy'ppon, they only display ~
her,inadeqﬁacy on both counts. . Because éhe has nothing wiéh which to
sﬁstain herself against the demands of twovsepérate societies, she can
only see the negative possibility.

| Wh%le Eleanor_confroﬁts life, Peggy studioﬁslyiavoids it. Her
compromises lead hegyto’wish fér the safety 6f tﬁe bast and she consféntly
demands stories of that '"safe; so unreal" time from her aunt (z,, p. 254).
Pfesumably‘in theé past, when women were safely barred from the professions,
there was only.one society to‘cbpe witﬁvand Peggy would not have felt the

confliéfingfpulls of her own day. At the party she is an observer only.

oy

She is unable to connect with anyone. = Her Uncle Patrick misunderstands
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her, the young man darts off at her mention of "I," and she estranges her

T

brother, North, whgn she wanfs-mosf désperately to connect with him.
Urifortunately we have no‘reaébn to believe that she is any more spccessfgl
in her atte&pts‘to connect within her other world, her profession.
Peggy is one of the mésf poignant female characters, in Woélf's
novél; because we wanf so much fof her to succeed. She is talented and
well educated and a truly ppofessional woman. She does not fail through
.ignorance like Rachel nor is she traumatically without self like Rhoda.
We rgspon& with Sympathy and disappointment towards Peggy because she
comes SO close but still fails. For one thing she is aware of what fhe
problem is: "I'm the exception; hard; cold; in a gropve“alreédy;‘merely
. : N

a doctor" (Y., p. 270). But while she has her moment of vision, she

bumbles her attempt tobexpress it:

[s]he stopped. There was the vision still, but she had not
grasped it. She had broken off only a. little fragment of what . -~
she meant to say, and she had made her brother angry. Yet ,
there it hung before her, the thing she had seen, the thing she
had not said. (Y., p. 298) L :

‘Peggy glimbses the sblidity and entirety of the self but it fractures
before her eyes. Hers ishthe classic torture of Tantalus, able always to
glimpse that for which he hungers but unable to grasp it. "She has only
her job”to define herseif against and the result is thét she is without'a¢
truelselE14+8he has allowed herself to absorb the stereotypesfof the
doé}or because down to%Fhé tips of hér compromised fingernails she has no
defined sense of self with which she might fend off the assumptions about
women in the_proégssions‘ A professional woman stifled by unreal

loyalties'and a self-censoring mind, Peggy is far removed from the ideal

"outsider" Woolf proposed in Three Guineas (pp. 90-95). In fact, Peggy |

R
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iis very much an insidFr, sténding at ‘the window.wishing herself odtside,
but unable to even open the window without her father's helb.

In spite of her compromises Peggy will no doubt survive as long
as the vision continues to tantalize ﬁer. Tﬁe assumptions made about the
‘profegsional woman do sgve her a general éelf t; slip into on social

occasions. Rhoda, in' The Waves, is not so lucky. She struggles throughout

the book to grasp some solid object and %ailing flings herself into a
rush of air. Ffom the novel's outset Rhoda is Qnable‘to grasp the
solidity of the world around her. She is isolated, the one pale petal
ship that sails on;alone,.tﬁe creature outside the entife world. -As a
child she tries to become somebbdy by emulatingrjinny or Susan. Knowing
mimicry to be futile; she abandons such efforts and tries instead to

' connect herself, by touch, to something solid:

. I put off my hopeless desire to be Susan, to be Jinny. But I
will stretch my toes so that they touch the rail at the end of
the bed; I will assure myself, touching the rail, of something
hard. Now I cannot sink; cannot altogether fall through the
thin sheet now. Now I spread my body on this frail mattress
and hagng suspended. I am above the earth now. I am no longer
upright, to be knocked against and damaged. (W., p. 18)

[ But the objects with which Rhoda tries to connect will not remain solid;

instead they bend and elongate under. her eyes and she feels herself

3
mgink":

. [1]ook, there is the chest of drawers. Let me pull myself out
of these waters. But they heap themselves on mé&;ithey sweep me
between their great shoulders; I am turned; I am tumbled; I am
stretched, among these long lights, these long waves, these
endless paths, with people pursuing, pursuing. (W., p. 19)

Even the most solid of solid objects remains liquid in Rhoda's world.
In the second section of The Waves the three female characters

confront themselves, in turn, in the mirror. Rhoda hides from the

2

&



b

conffgntation, feeling herself to "have no face" (W., p.-29) and notes of
Jinny and Susan that "[t]heir world is the real world. The things they
lift are heavy" (W., p. 29). In her world things become ever more liquid, ,

-more fluid than constant, more terrifying than reassuring:

st

[m]Jonth by month things are losing their hardﬁess; even my body
now lets the light through; my spine is soft like wax near the -
flame of .the candle. (W., p. 31) N

In contrast Jinny and Susan find themselves hardening as they age. Susan,
aggressively tearing up the caiendar as the days pass, thinks about being
on the moors again where she will "unfold and take éut whatever it is I
have made here; something hard. For something has grown in 6é here" (W.,
p. 36). At the same‘time Jinny, lying_in bed at nigﬁf, feels her '"body
habden" under her hands (W., p. 37). Rather than confront her body Rhoda
tries to immerse ﬁerself in a fantasy, her hEmpfeSs dream'", but it "is
not solid; it gives me no satisf;ction”'(ﬂs? p- 38). ' : |
" Solidity is not just desirable for Rhoda; it is necessary. She

thinks about a garden party where she was humiliated. She remembef

inability to cross a mud pu#dle:

[i]dentity failed me. We are nothing, I said, and fell. I was
blown like a feather, I was wafted down tunnels. Then very
.gingerly, ¢l pushed my foot across. I laid my hand against a
brick walig I returned very painfully, drawing myself back
into my bMy over the grey, cadaverous space of the puddle.
(W., p. 43)

.

It is the solidity of the brick under her hand which alléws thda to

’ regain her body‘%nd hef identity, however fragile, for the moment. As
she agés, the puddles become more fréquent and less traversable. The

" metaphorical puddles are more difficult to cross because,.as the anguish

of her statement suggests, there are no brick walls beyond them:
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I cannot cross it. I hear the rush of the great grindstone
within an inch of my head. Its wind roars in my face. All
palpable forms of life have failed me. Unless I can stretch
and touch something hard, I shall be blown down the eternal
corridors forever. What, then, can I touch? What brick, what
stone? and so draw myself across the enormous gulf into my body
safely?9 (W., p. 107) .

-

In the end, when Bernard thinks of Rhoda's suicide, he thinké of it in
terms of leaping ihto tﬁe wind. Perhaps that. was Rhoda's way of flinging
hersélf unvanquished into death; the great grindstone. But more likely
Rhoda kiils herself because identity always failed her, and ;t is her
final irony that solidity. should fail her in death as in life.

If there is no sense of solidity in Rhoda's life, then what are
- we to make of her sexual integrity? Her long and turbulent affair with
Louis is a compromise because she stays with him not so much out of
passion, it would appear, as’ out of a sense of resignation. He is her
male counterpart, the other:orphan in the novel. Although Louis is not
technically an orphan, aé Rhoda is, his denial of his Australian parents
makes him a Spiritual orphan. Her comproﬁise has nothing to do with
morality; .the much more promiscuous Jinny is not)compromised becauée she~
is true to her sexuality. Perhaps Rhoda is resigned becéuse she feels
that it is inevitable that the frail and puré white ship on which she
sails--the rose petal--will éucétmb to either the rocks or the waves. 'If
there is no possibility for escape, choices bécome futile and unnecessary.
Her true sexual nature eludes her as readily as does:her face in the
mirror.

The second major metaphor cluster in Woolf is that of the

relationship between women and landseape. It is one of the aspects of

female metaphor which Ellen Moers explores in the last chapter of Literary

Pl
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Women. Women in Mction retreat to places of seclusion, Moers argues,
but they are not locked up snugly in fire-warmed rooms as many critics
have'proposed. Rather women choose to be out in the elements, in open
’/
. .| . ,
spaces, places of "feminine stocktaking." ° "Am I suggesting, then,"

Moers writes,

that these landscapes charged with female privacy, and with
emotions ranging from the erotic to the mystical, are merely
literary landscapes, merely imaginary creations of women's
literature? Hardly . . . [alt the Meast, the brilliant
lands@%pe writing that women have devoted to open country
should give pause to the next critic who wants to pronounce all
literary women housebound, and the next psychologist with a
theory about 'inner space.'

"

Considering that Woolf is, in many ways, an urban writer it is surprising
just how much usé she does make of open country and its relationship to
éhe women who explore it.

The jpoors are of an extraofdinary importance to Kitty in The-
Years. They represent for her her roots (her mother's family came from

them), freedom (including, I think, sexual freedom as she recalls the

‘young man who kissed her in the hay), Miss Craddock's love, and her own

strength. Leaving Miss Craddock's, she tries to see herself on the moors
aé she walks down Oxford street feeling that the ;ountryside is weightless
in comparison to the largely social burdens of‘the town. Perhaps the
fact that Lord Lasswade owned a hunting house up on the moors iéfluenéed
Kitty's choice of a husband--the house and lands figure more prominently
in her reveries after her marriage than does the man.  After her party,
at which she deports herself like a "Grenadier" (Y., p. 1387), Kitty flees
to the moors on the night train. Upon arrival she feels herself immersed

« .

in green "as if she stood in the hollow of an emerald" (Y., p. 210). She

is alone and glad of it. The dog's "indifference pleased her" (Y., p. 211).
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She feels great pleasure in the realization that "she had a whole day to
herself" (Zq'=p. 211), and even the integrity of the books in the library
delights her: 'the brown books in their long rows seemed to exist
silently, with dignity, by themselves, for themselves'" (Y., pp. 211-12).
As éhe heads out on her walk she enjoys her solitude un;il the sight ot
the pale blue and white flowers "trembling on cushions of green mous'
(Y., p. 212) brings back vague memqries. The flowers are identical to
those Miss Craddock nurtured in her window. Climbing a small hill, Kitty
tests her muscles and feels the strength of her own body until,

triumphant at the top,

[slhe threw herself on the ground, and looked over the billowing
land that went rising and falling, away and away, until
somewhere far off it reached the sea. Uncultivated, uninhabited,
epambing by itself, for itself, without towns or houses it
G from this height. Dark wedges of shadow, bright breadths
® light lay side by side. Then,.as she watched, light moved
an&‘ﬂank moved; light and shadow went travelling over the hills
and over the valleys. A deep murmur sang in her ears--the land
itself, singing to itself, a chorus, alone. She lay there
listening. She was happy, completely. (Y., p. 213)

This landscape is of that peculiarly 'complicated topography”12 that

characterizes the female landscape. It is also (in that it is

¥

uncultivated) virginal; it is a landscape that celebrates the entirety of

oneness.
Orlando feels even more ecstatic and liberated on the moors than
'does Kitty Lasswade. At first frightened on one of her solitary walks, ‘
Orla;do becomes more and more confident as she climbs until a "strange
ecstasy came over her" (0., p. 155). She frips, flinging herself to the
ground and though she ié hurt she is "content." "'I have found my mate,'

she murmured. 'It is the moor. I am nature's bride'" (0., p. 155).

Lying on the turf she feels a part of it, as if the roots will grow about
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her and absorb her. The mocking tone of this passage docs ot adter the
tact that Orlando is consistently attracted to, and tultilled by, the
countryside. We need only think of the poem to the oak tree Shie carries
in her bosom 1or 50 many yedrs to realize the =strong connection. Lt Qs
on this occasion, after her convideration of the inadequacy ot her joast
relationships and her feelings of self-sutticiency emerpe, that - he meet
her perfect mate, Marmaduke Bouthrop Shelmerdine,

This is not Orlando's only moment of ecstasy on the land.  Her
explicit connection to the ovak tree on her estate lLants through centuries
and a sex-change. It is in the novel's final passage, in the vear uw,

that she feels, driving alone through the park, her own complex lnteprity:

[Tlhe whole of her darkened and settled, - when some toll
whose addition makes the round and solidity of 4 surface is
added to it, and the shallow becomes «deep and the near dint it
and all is contained as water is contained bv the sides of
well. So she was now darkened, stilled, and become, with the
addition of this Orlando, what is called, rightly or wrengly,
e a 51ngle self "cgal self. And she fell silent. (Q., p. 19¢)

W{l‘l
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hekdﬁ%erésthg tnlnp*‘about water drops (a frequent contemplative

cannet be

t

acturately separ”t d out[and as the pool becomes larger and deeper |

_bétomes more refle tlve. At the same time any individual drop retains

b v

th@&prismétib,quafities of a diamoui. Agaln Woolf is ceénsistent; the

- fhd ' .

paradox of unity and dispersion is present in the image of the water Jdrop
s ; B ‘ ]

Just as it is in many,of the other metaphors she employs.

B
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The other Woolf novel where women are most edplicitly connected

ks

:withithé land 'is The Waves. For the three female charécters the land

represents three very different things. For Rhoda it ﬁs a place to hide

|
|
, 1
|
|
|
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of darkness breaks its waters over me. We are out of doors.

Night -opens; night traversed by wanderlng moths; nlght hiding

lovers roaming to adventure. I smell roses; I smell violets; . Lo
I see red and ‘blue just hidden. . . . Now let us sing our love :
song--Come, come, ®ome.. Now my gold signal is like a dragonfly

flying taut. Jug, jug, jug;, I sing like the nightingale whose ' A
melody is crowded in the too narrow passage of her throat. Now o
I hear crash and rending of boughs and the crack of antlers -as -
if the ‘beasts of the forest were all hunting, all rearing high

and plunging.down among the thorns, one has pierced me. One is

drlven deep within me. - (W., p. 119)

o

Jinny's" 1mag1nary jungle is full of threat and delight. It:zgjé bower of

bllSS w1ld and uniphibited, away from London and the houses "gu1lty ‘with
llghts" (W. P p llQ)T

The only regl jungle in Woolf, in The Voyage Out, is also fqli

. /v'
of pleasure and terror. But whereas the sexually mature Jinny is in

control ef‘her faetasies; Racheleinnace seems unprepared for fbe/
realitiee of se#uel passion. Ler and "ceming fogether" cause/Raehel to
feel threatened; "[hler sense of safety *was sﬁakeh; as if/beneath twigs‘

j and dead leaves she had seen the_mevemeet'qf a sneke"v(!gt, p. 269).
Because the. threat beneath the surface or under the leaves is so obviously
“ sexual in Rechel'e ease, surely“it weu;d not be:mis%eading to suggest

v‘fhét Rdchel's snake is one of that species Freud identified for us. In
. this light Hirst's warning to Rachel and Terence as théy go off into the

-

jungle, "beware of snakes," is almost comlcal untll viewed from the
L)

hindsight'of Rachel's illness. For Rachel the jungle is as full of

hiddeh depths énd‘fﬁréats ée is the ocean and she does indeed become the
forest'traveller "walking at the bottom of tﬁe eea"-(lgk, p. 277). fhe‘ =
imagevsuggests a voyager e£7the mercy of -her environmen£ as Rachel is.’
‘Jinny's jungle is of her own‘fanc; with only the terrors she chooses to
include; Raehel's is an aﬁesome and:literélly overwhelming(Piace.}

e
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e ' . : :
Closely tied to the land in Woolf's use of'metaphob,isfthe sea.

w

* Even Kitty sées her beloved moors as a "sea" (Y., p. 210). The sea,

though often ruled by a male god, s traditionally seen as a female

© .

principle. It is the mother sea, a warm, saline environment that provides

]

-a womb for abundant life, ‘But while it is comforting it is also

 horrifying. One can drown as well as swim in it and the watery surface

often conceals monsters below. In Woolf's first novel, The Voyage Out,
Rachel's sexual awakening is disturbed by a vision of some watery horror.

Wheﬂ she sees .Helen and Ridley kiss,:she looks down into the sea and sees,

the black ribs of wrecked Shipﬁ, or the spiral towers made by
the burrowings of great eels, @r'the smooth green-sided
‘monsters who came by flickering this way and that. (Vo., p. 23)

After Richard kissesvher, she fleé%ltovthe rail where she sta§s until she
. o f . ) T .

"ceased to feel," watching the "t#oubled grey waters” until she felt

; } I ' B

"cglm"ﬁagainﬁ(zg., p. 73). . / : ’ R : o

. / ) N ) .
Her jungle confrontati#ns with Terence are also marked by water.

f e

After the first, she sits listening to the "senseless and cruel:churning
[ R

!

of the watéf" (293,'p.-279), w?ﬂle, in the §ecbnd; the grass becomes an

ocean, an aspect of the "wateré in which they were now sunk" (VO., p. 290).

~

In her third and final‘sexualh3cuffle with Terence, they imagine
themSelveé standing on a rock together, "[t]o be flung into the sea, to

be washed hither and thither" (!9:; p. 305). Rachel responds_té the image

<

e  Ftohteo \ .
as if it were true, fighting with Terence until she is thrown to the
. . \ .
floor where she gasps, "'I'm a mermaid! I can swim"" (vo., p. 305). But

Rachel cannot swim and in the delirium of her feverhspe hears:
: : v . . , \ L
the sound of the sea rolling over her head. While all her

tormentors thought that she was dead, she was not dead, but
curled up at the bgﬁ?ﬁm of the sea. There she lay, sometimes

) .
BN N
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seeing darkness, sometimes.light,-whiie every now and then
someone turned her over at the bottom 'of the sea. (!9:, p. 348)

For Ciarissa Dalloway, as for Rachel Vinrace, the sea is full
of terrofs that must be conffoﬁfed. At the novel's béginning, she f?els
herself '"out, out, far out to sea and alone; she‘éiways had the,féeling
that it was very, very déngerous to live even one day"ﬂzyg.,‘p. 11).  She
sees Peter's fiancé as a.seg—démon and the love-struck Petgr as '""sucked
under in his little bow-tie by th@g‘mpnster" (MD., p. 67). Bﬁt while
'Claris;a‘Dalloway céh go "[l]ollopingron the waves" in her ”silver—gﬁeeg
" mermaid;s dress" (ﬁg,, jop éeu), Septimus Smith succumbs for her. He is a

"drowned sailor on a rock" (ggf, p. 104) and Peter's association of
&# '

Clarissa.with‘sirens impliés her culpability in Septimus' death. (Clarissa

R4

flings coins into the water (*'never anything more" [gg}, pP. 280]) as if

to. prepare for her final crossing,  Lady Bradshawiﬁay stay afloat "wedged

on a calm ocean" (MD., p. 143), but Clarissa's victory is that she can

_pide out.the waves. She triumphs over the threat of the water just as
she triumphs ‘over the threat of fragmentation.

The third, and perhaps the most complex, of the important
metaphor clusters in Woolf's writings is that wbich includes birds and
fl&ingvinsect;. Sometfimes the %etéphbré are simply used to point outr

chardcteristics; Mrs. /Swithing is sparrow-like in her flitting about and
. kd T : . .
Mrs. Dalloway is Vligﬁt, vivacious" as-a jay (MD., p. 4). "Still there is

|

something deeper‘eved in the birds used for characterization, for when

birds are male they Jrg usually predatory, but when they are female they

J

are vulnerable or h:jpless.l3 The relationship between female characters
- and flying thihgs has, I believe, a great deal to do with the alluring

j : \ ' :
combination of»extrfme vultierability and immense freedom possessed by

|

i
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flying creatures. Even more delicate than birds are butterflies, moths,

and other winged insects whose very fragility is a part of their allure€.
Woolf is not interested, however, in'the‘poignancy or romance of

‘ _ _ .
vulnerability, so much as she is determined:to expose it as a trap. In

her stories women may be given wings, but there are men nearby to see

that they are never used.
In opder to, understand how Woolf is simulténeously eombining
the images of freedom and entrapment let us begin with a brief look at

i

two of the stories in the collection Mrs. Dalloﬁéy's,Par%y;V We have

Ialready met Lily Everit, heroine of "The Introducfion;” in theApreceding
discussion of solid objects. When she is not clinging t;\hef essay on
,the-character'of bean Swift--or rather when she is}finding it é stable
life-raft and her ego is Euoyed by it--she feels as though "she‘had come
out of her‘chrysalis" (MDP., p. 39). But the Eh;ySaliné state is

preferable to the realities of being such a fragile creature, -or so Lily

,cgqpludes:"

[she] was being proclaimed what in the long comfortable darkness
- of childhood she had never been--this frail and beautiful
creature,'thiS'lim;ted and circumscribed creature who could not
- do what she liked, this bButterfly with a thousand facets to its
eyes, and delicate fine plumage, and difficulties and
sensibilities and sadnesses inhumerable: a woman, (MDP., p. 39)

Lily feels‘thaf the metamorphosis has béén forced upon her agd
that the finery, so false to her true nature, has become a burden. Still,
sﬁe‘aoeg want to_be a butterfly so she éoncentrates hard on making‘her
"éoﬁVéfsatiom with a scholarly youﬁg man come out right. Una£le to r=z=pond
éérrgcély;‘she struggles out'of fear.that some suspicion of uniqueness

might '"get hold of her and shrivel up hér wings and drive her out into

loneliness'" (MDP., p. 42). As the youhg man arrogantly discourses on his
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own merits; she 'sees him aswtearing the wings off a fly. Lily is
horrifiéd. On‘the one hand she feels that "to Qorship, to adorn, to

embellish was her task, her wings were for that" (ﬂgg.{ p. 42). But on
\the other hand‘she sees him nqnchalantiyvpull'theAwings off a fly and

tﬁhé could‘not‘hide the knowledge from herself . . . . and. so tfied to
~creuch and cower aﬁd’fold the wings down fiaf on‘hef back" (MDP., p. 42).
Mr. Brinsley had, with his one action, "shrivelled her wings on heerack"'”

(MDP., p. 43}, and deétroyed her faith in sanctuaries and butterflies.

At the story;s'end, oné of the other characters comments that Lii} looks
"'as if she had the weight of the wé;ld upon her shoulders'" (MDP., p; 43),
and indeed she does. Her beautiful wings, now shriveiled and useless,

have become only a burden; theirlpromise of freedom is gone.

Mabel Waring, the central figure of "The New Dréss,"'finds
herSelf‘transformed into a Wet fly at one of Mfs. Dalloway's.ﬁarfies.
Qiécontented with %he unfasﬁidhable dressvshe has chosen, she cannot
eﬁvision heréelf a butterfly as Lily did, but instead sees herself as a

sodden, helpless fl?i She tries to see the other guests as flies but

feels that

‘she yas a fly, but the others were dragonflies, butterflies,
beautiful insects, dancing, fluttering, skimming, while she
alone dragged herself up out of the saucer.  (MDP., p. 58)

As her situation at the party becomes more and more hopeless, Mabel .
strengthens her imaginative identification with the fly, its wings stuck
tOgethef by milk. Now that she is forty, she thinks that she might soon

"cease to struggle any more" (MDP., pp. 64-65), and she begins her

w“f&'@?i
P EV/
surrender by leaving the party early. She lies to her hostess about how ’

much she has enjoyed the evening, feéling herself "'[r]ight in the

R %
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saucer!'" and then wrapé herself, "round and round, in the Chinese cloak

E SN

. . ’ i I3
" she had worn these twetdy yegrs" (MDP., p. 65). Success‘i&fy only ‘in
A . I
wetting her wiﬁgs, and thus rendering them useless, Mabel retreats back
to the cocoon-like wrap of the cldff’ahd forteits her possibility for

freedom. ‘ She might have dried her wings, but she has accepted the

proffered hends.

-

In the novels, it is Sara Pargite} who is most closely linked
with the flightless insect. Left élone during the party her mother and
“sister atteﬁd, she is a "chrysalis wrapped,;oﬁhd in the sharp white folds
of the sheet" (Y., p. 111). Hers is a cocqonAthat never opens. Sara is

at best a grasshopper, a creature who nearly gfasps flight in his long
leaps, but whose wings remain primarily for show.' Even-as a bird, Sara
remains.flightless. Rose sees her as a bird at the zoo, caged and hopping
rather than flying (X:’ o 133). Mértin, too, sees Sara as a bird, a
*. "dishevelled fowl" (Y., p. i75), presumably incapable of flight. Sara's
madness gives her one kind of freédom; Certainly‘shé is free of much
responsibility; but she pays the price of having her wings’clipped(
There is soﬁething crippled in everything Sara does. She is literally
disfigured from having been dropped as a child and her attempts at
convefsation are often abortive or simply parodic. She is somethipg of a
parrot in her gift for mimicry and, although she manages;to hake friends,
iﬁ%@ﬁ? most importanf.relationship; with Nicholas, is limited by his
homosexuality. Her‘crazineés has freed hep from the stuffiness of Martﬁﬁf
but it has also rendéred her ;ncapable of the kind of relationship Magg;§
enjoys’yith Rene. Sara has ﬁings, buththey are neQeP quite sufficient *
for flight. ' ’ ;ﬁ L {}kg;~

The other woman in Woolf's novels most clearly associated with
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the fragility of the flying creature is Rachel Vinrace. Rachel is

connected to the moth in the novel The Voyage Out. She is the naive

‘creature following her insgincts and, in so doing, throwing herself into

a flame. Following the night of the dance she wonders '"what is it to be
in love" and feels herself at that moment, "[h]ypnotized by the wings of

the butterfly, and awed by the discoﬁery of a terrible possibility in

-+

life" (VO., p. 176). The scene shifts to the hotel where Terence is
absorbed in thought about Rachel and everyone in the room is complacent

and at ease:

[tlhey had the appearance of crocodiles so fully gorged by
their last meal that the future of the world gives them no
anxiety whatever. The only disturbance in the placid bright
room was caused by a large moth which shot from light to light,
whizzing over- elaborate heads of hair, and causing several
young women to raise their hands nervously and exclaim,
'Somecne ought to kill it!' (VO., p. 183) .

«

The agitated moth out of place in the complacent surroundings

is Rachel Vinrace. She cannot treat love as Susan does with confidence,

/

7

nor as Evelyn who takes an egocehtric pleasure in the game. Instead
Rachel is obsessive.and out of control, instinctual rather than reasoning.
At the novel'srend, after Rachel's death, the scene with the moth is
recreated. In the same hotel hall, the same people sit complacently

while a moth dashes itself at the lamps. Finally,

* [a] young woman put down her needlework and éxclaimed, 'Poor
creature! it would be kinder to kill it.' But nobody seemed
disposed to rouse himself in order to kill the moth. They

watched it dash from lamp to lamp, because they were comfortable,

Ve noth%ng to ‘do. (VO., p. 377)

moth, Rachel; is already dead.

There is Oneﬁéther passége in The Voyage Out in which Rachel is

-
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explicitly connected to the moth in its self-consuming passion. Mrs.
Flushing tells Rachel about her long-standing feud with her sister about
closing her window at nigﬁt to prevent moths from dashing themselves into
the reading light. Turning to Rachel ﬁrs. Flushing inquires if she has
"'evér seen a moth dyin' in a night—iight?'”'<!9,, p. 200). But before
Rachel cén respond Hewet and Hirst enter and suddenly, "Rachel's heart
beat hard. She was conscious of an extraordinary intensity in everything,
as though their‘presence\stripped some égver off the surface of
things. . . ." Again she has become the moth, agitated and obsessed.lu

| Moths also accompany. one of the decisive moments for Eleanor
Pargiter in The Years, but, unlike Rachel, Eleanor does not succumb to
the irrational. When Eleanor goes to visit Celia and Morris in the
"1911" section of the novel she finds herself confronted with an old
romance, William Whatney. Dressing for dinner, she examines herself for
signs of aging and after the meal she contemplates the labels she has
acquired; "an old maid who washes and watches birds. That's what they
think I am. But I'm not--I'm not in the least like that" (Y., p. 156).
She is céﬁscious of her age, of the role she's been placed in, énd aware
that if she is to‘revive some flame with Whatney it must be now. That
evening as she readies for bed the mothé gather around the candle in the
room. Jﬁither I must get up and shut the window or Blow out the candle,
she thought drowsily. - She did not want to do either. = She wanted to lie
still" (X:’ p. 162). Buf as she thinks about her choices and’listens<to
Whatney move in the next room, she makes her deciéion. Yes he had given
her "that moment, which had been more than pleasure" (X;, p. 163) in the
pasf, but she means to travel and be free. Thevstain on thé‘ceiling

reminds her that she doesn't want a house and that "[t]hings pass, things
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change (X:,lp. 164); there is no guarantee that the moment could be
recaptured anyway. The decision is enough to overcome her complacency
and she "made an effort; turned round, and blew out the céndle. Darkness
reigned" (X,, p. 164). The moths were freed from their suicidal attraction;

Rhoda, who does commit suicide, is a butterfly not a moth. The
butterfly image associated with Rhoda in The Waves marks her fragility,
her.cher—worldliness. Louis, Qho will be her lover, sees it in her frame
wheﬂ they agé children, "[h}er shoulder bladgs meet across her back like.
the wings of a small butterfly" (W., p. 15). As a result of her
fragility Louis notes, "I . . do not fear her as I fear the others"
(W., p. 15). He feels that he shares alienation with Rhoda and that
undebétandiﬁg is the basis for their brief union. But Louis' sense of
alienation is based on téngible fhings, like an Australian accent, and
his life isbfirmly rooted in buéiness and material things. Rhoda's
alienation is visceral, léss solid, and grounded in her feelings of
disembodiment.l5 Louis has roots that "wrap themselves round some
hardne;s at the centre" (W., p. 23), while Rhoda has only the "shift and
chéﬁ@%",(ﬂ?; p. 29) and an'ever growing loss of personal identity. In
the course of The Years Eleanor is able to build a strong sense of
personal identity; in the course of The Wa&es Rhoda watches her hold on
herself and on.reality deteriorate until death is the only independent
action left to her.

In truth Virginia Woolf took Eleanor's coﬁrse, ﬁot Rhoda's.
Just as Eleanor Pargiter refuses to let the conventions of her time or
the expectations of her family dictate her life-style, so Woolf never
allows the male-established authority of the novel's fictional conventions

ol

to deprivéﬂher of the authority of her insights--including insights into
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the sexual lives of women. Woolf's novels are rich with images of female
sexuality celebrating the fecundity and pleasure of connection while
asserting t%e need for female privacy. Solid objects which appear
immutable and- thus anchor the self; landscapes which bespeak the variety,
the depths, and the hidden terrors of exploring sexuality; and flying
creatures, often fragile, which promise freedom but only rarely soar; all
these images underline Woolf's understanding of the complexity of the
sexual selves of women. Woolf uses metaphor not to deny or obscure ‘
female sexuality,; but to assert and explore it. In that sense her novels
are like the one Terence Hewet wished to write; they are about '"the
things people don't say" (VO., p. 220), or at the very least about the
things that women didn't say in Woolf's time. Hers is a voice that

asserts sexuality and female integrity with discretion, but it asserts

them nonetheless.

it
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CHAPTER IV
ANDROGYNY AND THE I'EMALE ARTIST

Much has been made in recent years of Virginia Woolf's
preoccupation with the notion of androgyny. Most of the critics who have
written on the subject have éésumed that Woolf's view of androgyny was
sexual in spite of the fact that her most famous and prolonged discussion

of the subject--the one in A Room of One's Own--goes to great lengths to.

minimize the sexual aspects of the theory.l ‘As Phyllis Rose has pointed

out, Woolf was more concerned with cerebral androgyny than with physical

behavior.2 Although characters who are in some wa; androgynous do appear
in her fiction, the most celebrated example being, of course, Orlando,

they are not always portrayed in a positive light. Furthermore, by the

time we reach Three Guineas and The Years, Woolf seems to have abandoned

the ideal of androgyny for a closer look at the immense differences, as

she perceives them, between the sexes. Finally, in Between the Acts, the

artist-hero is the exclusively woman-identified lesbian, Miss La Trobe.
What Woolf is seeking is not the mystical balance of masculine and
feminine attribufes witﬁin the individual, but a freedom from the
stereotypes of sex-differentiation. The androgyne as it appears in
literature seeks to combine the attributes of masculine and feminine,
which are culturally determined, rather than the bioclogical differences
suggested by male and female and joined in the mythic figure of the
herméphrodite. What'Virginia Woolf sought was a denial of, or at least a
transcendence of, those culturally based differences.

70
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In the first of her two major feminist essays, A Room ot ()l_w»'.‘.

Own, Woolf discusses androgyny as a way of exploring the fecundity ot the
creative mind. The androgyny she describes, in spite of the physical
metdphor of a man and a woman getting into a taxi which she uses to
define it, is almost entirely cerebral. What interests her is the
"marriage of opposites'" which must be "consummated” (Rm., p. 103) within
the writer's head. "The writer," Woolf continues, ". . . must lie back
and let his mind celebrate its nuptials in darkness.” It is not character
traits or modes of behavior that engage Woolf's attention here, but the
idea that '"some collaboration has to take plage in the mind between the
woman and the man before the art of creation can be accomplished” (Bﬂ"
p. 103). At the same time as she wrote about this sexual union within
the individual mind, Woolf seemed dissatisfied with it. "To think

of one sex as distinct from the other," she writes, "is an effort. It
interferes with the unity of the mind" (Rm., p. 85). ' She alsc argues
that "it is one of tﬁe tokens of the fully developed mind that it does
not think specially or separately of seg” (Rm., p. 97).

In A Room of One's Own Woolf is expressing her dissatisfaction

with the fiction of her day, particularly with what she describes as the
self-conscious virility (Rm., p. 100) of writers like Galsworthy and

Kipling who are so unrelentingly male that they render themselves

impotent. (As'WOolf describes .it, their books lack suggestive power,

‘"and when a book lacks suggestive pggier, however hard it hits the surface
of the mind it cannot penetrate withi;" [Rm., p. 101].) Woolf tries to
temper her criticism by suggesting that these men need a feminine balance
to their writing. But what Woolf appears to object to, here and elsewhere,

is the selfishness of the uncontained male ego.3 Represented by the
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obscures, dt’d\mt lng the landscape and producing an ovedwhe Iming avulity
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."‘»\
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wﬁ';.f\'h nothing «-particularly a woman, Woolt implies.-dould grow (Fm.,
. i
- . . 1Y
pe 49).  This is the same horeid male 1" that attacks Heppy like a
"vulture's beak" in the "Present Day" section ol The Ye \ UV
It is another aspect of the "arild scimitar .y, . ot the hjnrlf;t ical man’

that James sees attacking his mother in To the l,i;:,lnt}1<)\1:)"t N T

These male epos, represented in the novels by William Rodney, Peter Walsh
Y

Mr. Ramsay, Abel Pargiter, and Giiles Oliver, demand much pt owomen, and,’

in their own overwhelming need, :bhucure tre neods of‘pﬁf%%ﬁ. A Phylli
L R
Rose has pointed out, at the tim= of A LfﬂmwﬁfmﬂﬁﬁlﬁuQVQx#”JiﬁfW““‘ed
‘ .
, A
both men and women to transcend their sex and write withuuv Self-conccionsnes:
\

of thelr own condition. The andragvne sgrikes an ;mt Fasy }t‘ ance hetween
D 3 \

lack of self-consciousness and simply 5sel‘fﬁ~c:¢.>ns;ciovu;; ness oi\ a new hind.
- ‘ ; |
) ! ‘A {..- “ . - P .
If Woolf seems hesitant or ambivafent‘abOut’the netion of thé :
, . 1 ‘
androgyne in A Room of One's Own, she has dispe sed w;th it nntlrely,bv

i

the appearance of Three Guineas, ten years”later. The @ndrogyne of A

Room of One's Own is not compatible with the "o@t Lder” of Th*pe Gui leés.
If the theory of androgyny hoped to mitigate thém§0raéi9u§nes$ of the

male ego with an infusion of feminine cﬁaracfaﬁiéti@s,'then tﬂe notion of
the "outsider" is a proposal for a fuli assauif:f‘ﬂéoikaants the outsider
to reject all the trappings of the patriarch§ indyﬁding'ihstitutions of
state, church, law and education. Women aré tb,éféctice_"indiff§rence”
(TG., p. 123) to male compulsions such as patriotism and are to Srescrve
"chastity" of mind (TG., p. 92). Unlike the androgynous mind of ven

years earlier, this new woman rejects the male invasion of her intdllect

and remains true to the woman in herself. There is little of the



3
ambipuity ol A Foom ot One's Own praeasen! 1o (hiee arihean, By e loagpger

h .
adopting o path of cautiong reform Wooll eems o have foatel a resolataon

P Ve

which, while cvery L9 g ddealistic as the one proposed ta A Boom ot
One's Own, is to longer selt conteadictory, She du o wtill rabie D ing apainst

i

the fooli=shness of feminine /mas uline culturally Jdetermined ce ditterenoes
but she no longer sees cerslral "naptials" a: the wolution. The catsider,
Like many of the contral women charao tern o0 Woolt T nove bo, must have
ovn ix:tt-;.;rity an o woman first; any sucoeesitul unions must follow the
establishment of that autonowoun position.

The artitude that Jdominartes Woollt's noveln i%' not uarprisingly,

the one represented by Three Suinedas. Althouyh the theopy 15 hever

o
presented in the tiction with the torg ot the feminist polemic that

surrounds it in Three Guineas, it is st111 sexual integrity, not

androgyny, that is celebrated in the novels. Even orlande, has less to do

A

with an androgyne than most <ritics have perceived 1f we go through the
. ] .

novels in order we will see how the notion of the necessity for integrity
is progressively strengthened while the promise of androgyny, in contrast,

weakens.

In The Voyage Out 5t. John Hirst represents the voracious male

ego. Dismissing Rachel as naive and unworthy of his time and attention,
he lectures her on hef‘lack of education, declaring,-"'can one really
talk to yau? Have you got a mind, or are you like the’r‘ést of your sex?

. . . It's awfuli@ﬁdifficult to tell about women . . . how much, T mean,
is due to lack of training, and how much isrnativé incapacity'" (vo.,

p. 153). 'Still,ﬁ"‘he) holds a certain fascination for‘Rachel, who discovers,
much to her dismay when she attempts to dance witﬁ him,.that, "instead of

fitting into each other their bones seemed to jut out in angles" (Eg.,

<



‘ calm and ;nv1t1ng surface of the water.? Later Evelyn tells her that

© N

p. 152)." Their phy51cal 1ncompat1b111ty is matched by thelr mental and

emotqonal 1ncompat1b111ty and Hirst soon fades into the background to be

o

replaced by Hewet as the most ellglble sultor for Rachel Surprlslngly,

'1t is the two men, who are said to be womanly in some way, Rlchard

. Dalloway and Terence Hewet, who prov1de_the,real threat to,Rachel s

“sexual integrity.
It is thejr "feminine" aspects that make Terence and,Richardp

‘more seductive;tapparentlyssofter’and more dccommodating-thantthe angnlar
o LT e e o R L 2
Hirst7fthey appear‘moré‘appeaﬁing and»attraétive. But theirs:is a false,

femlnlnlty based only on a few surface characterlstlcs Rxchard speaks -

"sententlously" to Rachel of the "powen" of belng & woman and then grabs

: r/ ..

her and kisses her (VO., p. 73) HlS pra1Se of her sex 1s only ‘a tool of
: . ‘ /

his seduction Terence seems to genulnely care for Rachei, But he falls

.\, ! > . g

to understand that he is a threat to he[ freedom and persoﬁgl 1ntegr¥iy§

s

As we shall see, Terence w1llfully over

to his unlon‘w1th Rached;'1t~1s left‘to“Helen Ambrose to feel‘"uneasy"
(!g,,,p.'QBM) ai-the relationship. B '
' Early on in the novel Clarissa tells Rachel that Richard is

hoo e : : S , . o - i ,
Rachel seems fascinated:py Richard;until‘he kisses her and‘she experiences

o «

: the realxty beneath the fansasy, juét as the skeletons appear beneath the

AR

‘"'there s somethlng of a woman 1n [Terence]'", addlng that "the flnest men
were like women" (VO., p 253) Tereﬂce as I have already shown in my
dlscu581bn of metaphor, lS the flnal threat to Rachel s,lntegrlty - Her

*

death 1s a neflectlon of her 1nab11ﬁty to,surrender to the compromlsef

' ‘that a marrlage was sure to brlng./ Terence reallzea.the problem hlmself

¢ : : - L ‘o ) Lo . M U

omes all the objectlons he\ralses

'"manpand‘woman as well" and’'as such "he gave me all I wantedﬂ‘(VO.;‘p.f57).
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but is both powerless to do anything about it and unable even to express

his concerns to Rachel. ' When he Yeflects on marriage'ne‘recogniies that

he always views it as an entrapment, couples are .

walled up in a warm firelit room . . . All the most individual
and humane of his friiends were bachelors and spinsters; indeed

+he was surprised to find that the’women he most admired and
-- . knew best were unmarried women . . . Even the Ambroses, whom he
" . admired ‘and respected profoundly--in spite of all the love
betweett them, was not their marriage too a compromise? She

- gave to him; she spoilt him; she arranged things for him; she
who was all truth %o others was new true to her husband, was
not true to her friends if they came in confllct w1th her
husband (VO » PP- 247 48) -

’

.

At the end of his reflections Terence'remembePS'Rachel's,comment .on tﬁeir

relatlonshlp——"'[w]e bring out what's worst in each other——we should live

separate'" (VO., p. 2&8). At this recollection he suddenly feels that

év .

noq;evan bﬁ’fhe myopla oﬁ Tbrence S ego, but rather by the soc1ety as a

il

she is wrong and his ego takes over and he decides that they must marry ,

.%

that he must possess her;v The narratlve gsskes clear ‘a profound

1

separateness which the lovers never acknowledge Feellng themselves

united, Rachelhand Terence confront their reflection:

it chilled them to see themselves in the glass, for, instead of

belng vast and 1nd1v;51ble they were really very small and.

separate, the size of the glass leavifg a large space for the
, reflectlon of other thlngs ~(vo., p. 310) S

Like self blinded. Nar01ssus, they fa l to recognlze the message: of the

reflectlon and p&unge, unthlnklng,

Gulneasb

Rachel and Terence are not v1ct1mlzed by thelr lack of andnggyny,

"

Prom the novel's beglnnlng we've seen the problems emerglng.

Rachel ralsed b% obse381vely shelterlng malden aunts, 1s much ‘too naive

1afor a healthy twentnyour year old woman. Helen, angry at %he younger

N
/ .
o

\



‘woman's ignorance, takes it upon hebself to show Rachel '"how to live"
(!9,, P- 80), but the damage is done and Rachel seems unable, or unwilling,

to cope with the gomplexities of relationships between men and women. '

The frightful ignorance of the women of her time in matters both sexual

and worldly is railed against by Woolf in The Voyage Out, Night and pay,

Mrs. Dalloway, and The Years, and though Rachel may be the only fatﬁiity :

she is not the only victi& of society's double standafd. //
Stephen Trombley points out that Rachel's final 111nes¥ is

5
experlenced as a complete "w1thdrawal from the human world" Whl @i

the case, most éonvincinglﬁg that Rachel rejects h "qwn body as a’ result

of "her profouﬁd sense of shame where anything to'd5 with thg body is
cbnéérned;"7 As Tfombley conc}udes, ?Réchel's'lilness has no empirical
aétiol}ogy’.:1 Her decline is.of the nature of a lapse‘qf Egigg,"a As | -
Rachel lies:in Bed feeling ﬁer body become 'a drift:of meltihg~snow" (vo.,

p. 353), or her mind "escaped and gone flitting round the room" (vo.,

Cp. o 354), she desires onlyv"to be alone. She wished for nothing .else in

the world" (VO., p. 354). It is the last time we enter Rachel's

consciousness and we see there only a desire for the autonomy she had

surrendered. "There is a way in which Rachel is ¥#ke "Mackenzie, the

©

famous explorer, [who] had died of fever some'ten'yeaps ago, almost within

. reach of civilization" (VO., p. 284), ang whose hut the boating party had
-passed“on their way up the river. ”Mackenzie had travelled further than

‘gaﬂyone elsedbut he pald w1th his llfe. When , boat passes his hut the
. \ ¢

W@fs of Rachel saw nothlng" (VO., p. 284) Rachel,-too, will péj for

ng&)‘ﬁ - ‘b . ' ‘ ‘:-, - /'1 -
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her explorations with her life. . Schooled in ignorance all her life, she
is_unablé to .learn from, or even to recognize, the lessons of the past.

Raehel's death is,-at least in part then, a result of her own appalling

£

ignorance, an ignorance that the society in which she lived worked hard

to preserve in its young upper class women. ' The society that defines

women as pure and weak and men as vigorous and vital and defines separate.

“moral universes for the two sexes must take some of the responsibility

v
?

when the ideals are made reality by over—zeé .convgrts, like Rachel's

’,‘ 5
. e
T

harmless maiden aunts.
. Ly

Night and Day ends mere happily than‘The Voyage out but agdﬁgw

Y

s at’

the outcome rests not on the vague notion of androgyny but on a new

'understandlng of sexual.dlffenence. Katharine and Ralph's union may be’

successful, the reader feels, because, while;nof denying sexual difference,

=3

- the two do not accept as absolute all the roles soc1ety has drawn for

8

. them. Woolf does, however portray Katharlne as at least intellectually

r

androgynous William Rodney is the pure male—ihe is, after all, a‘"rod,"
in splte of his slight effeminacy --whlle Cassandra is the pure;female.
It 4s William who first notices'Katharine's"potential masculinity,
although it_is hand{y perceiyed amongst admirable traits. Reflecting on

‘. the differences be{neen,Cassandpa and Katharine, William sees the former

7 . . RS

as "engagiﬁéﬁ[and]lwhimsical" whilw the latter is "undemonstrative,
inconsiderate® [and] silent," characteristics which "seemed to him rather

. masculine than'feminine""(NaD., p. 257). Already Woolf notes hqu

-~ he <

threatened men may beqasehwhen they percelve somethlng of their concept
of the mascullne prerogaalveJJiwomen W1lllam is "chllled" by his

"dlscovery and feels only an "exasperatlng sense of his own 1mpotency

o

-(N&D.,‘p..257). Clearly the threat Wllllam feels is a sexual one and he



distinguishes ﬂale»and female according to obvious stereotypes. As an

antidote to Katharine's assault on his masculinity, William seeks the

—

absolute femininity of Cassandra. Set against the integrity and
-

intelligence of Katharine, Cassandra 1s fittle more than an inflatahle

doll, but she is what the cowardly Rodney deslres and deserves.
Ralph is not drawn as an androgyne but as a reasonably

perceptive and progressive young man. If Katharine represeﬁts, as the |

. » ‘ ,
narrator suggests, "the manly . . . [side] of the femﬁplne nature" (NED

- p. 309), then he is not threatened by it. °Although he desires ‘Katharigh

“he also respects her, including her mathematics, and he seems undaunge

A

the prospect of a mlldly liberated w1fe Still, the rejection of Marys#

Datchet does leave 3 gap in the novel‘- §lntre One cannot help feellng

£y

that Ralph hasgghgsep the lesser of the two women. For all her, style,

elegance, and 1ntelllgence, whatever, 1ntegr1ty Katharine possesses seems

shallow compared to Mary's Certalnly Mary is the more committed free-

,/

thinker and @unst but while she is admlrable in her work she is almost *x‘

salntly 1n her prlvate virtue. - Her calm acceptance of Ralph's decision

makés her appear as somethipg of a martyred~§nnoeen§§§n@ taints the
reader's satisfaction with the novel's outcome. There is“a falnt sense

of'foreboding also in Ralph's likening of Katharine,to "a wild bird just

——

settllng w1th w1ngs trembllng to fold themselves within reach of hés hand"

V]

(NGD., p. #446). The J.mage suggests that the hand is abousto entrap the '

\

blPd and as I have already noted elsewhere, WOolf often uses metaphors of
‘blnds.and other w;pged_creatures t0»suggest WOmen,s helplessness ‘and

'frustration at heihg‘groundednmore often than to suggest their joy in
flight. Katharine's ‘reveries on love in the last paragraph of‘thehnovelv
do not suggest that she and-Ralph have got beyond the traditional,

“ [



79

#

romanticized roles at all. She sees His'eyes as "blindly adoring" and
;~wonders,¢when she speaks, '"whom did he answer? what woman did he see?"
(NED., p. 459). 1In spite of the earlier promise of their relationship,

by the end they seem to have become only a slightly more interesting

4

version of William and Cassamdra. I submit that the novel's conclusion-

is not so happy as most readers, and even Woolf herself, percelved it to
B <28

be. Rachel dies in The Voyage Out while in Night and Day Katharine

‘accepts an only slightly modified compromise. It is not until Lily
Briscoe that Woolf portrays a woman both unﬁgwpromised and unsacrificed.

Although ébbut a young man and as such a celebration of

virility, Jacob's Room can be read, on one level, as the fantasy of a

woman's life. Jacob, with his artistic sensibility, is, in some slight
: SR
way, androgynous. But it is his tife of education, travel, and personal

- and sexual freedom that is the private fantasy of many an intelligent
' woman--perhaps even of'ﬁoolf herself, who made no secret about her

resentment of her lack of formal education. - As such the book portrays

the po entiél but unrealized life of women like Katharine Hilbery or Kitty

Malone., While Jacob's Room tells the story of an admiraQ}e young man

whose life is tragically ended by World War One, it also represents the

¢

ideal progress to maturity for anyone so richly endowed. This is the way

any young person's life should go, Woolf seems to be saying in the novel,

~ but Jacob's maleness makes his freedom acceptable just as it makes his-

‘traglc end, in. soc1ety s terms} acceptable. Woolf was already aware of
» a s 4

the problems inherent in the patrlarchy as her characterlzatlon of Mr.

Hilbery at the end of nght and Day made clear.' When Katharlne ‘tells him

-
“u

. of her engagement to Ralph he 1eaves the room w1thout looking at her,

]
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leaving in the minds of the women a sense . . . of the
extravagant, inconsiderate, uncivilized male, outraged somehow
,and gone bellow1ng to his lair with a roar Wthh still sometimes
reverberates in the mo'; polished of draqlng -rooms. . (NE&D.

p- 453 .

)

. s .. & ‘
“The-veneer-of civilization, as Woolf sees it, is an ineffectual camouflage
. R

for the péteg%lally v1qéent anlmal ‘beneath. “
" ‘
Although she didn't lecture on the releglonshlp of the
“!?35 A TN
patrlarchal System to war un;il the tlme”bf Three Gulneas, her understanding

of the connectlon is present in her portrayal of the soc1ety in all her
‘early novels. Whlle she'celeprates Jasgb's youth and freedcm, she

decries the sysfem that is Sé accepting of the sacrifice of lives.to R
military endea?ors.

The society that allows Jacob to die a young man in a futile war
is the same one that condemns Julia Hedge to her rage in the library.
Julia's name is an apt one for she does indeed see herSeif, andyéil women;
as "hedged" ie. Looking around at the books in the library——aii by men--
she wonders, "'whiiagli d& weave room for an Eliot or a Bronte°"'
(JR., P 103). Julla feels unnerved by the complacency of the young men
- around her and applies herself even more studiously to the proof of her
absurd theorles. Altﬂgﬁgh the qulck portralt is mostly a comlc one, Julia
Hedge's "gall and bi‘i‘b dust" (JR., p. 103) are real enough, whatever the
" flaws in her theories. . ‘ ~ -

., If Jacob's Room presents the fantasy 6f the unfettered llfe,

>then Mrs. Dallowagrpresents what was, for women of Woolf's clags the all

too frequent, stifling reality. Clarissa represents not so much androgyny
. _as an almost total sublimation.of erotic feeling. -But for all%the

references to Clarissa's "nun'"-like condifion, or "cloistered" room, or
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i . .
"virginity," she is capable of strong sexual feeling, for women if not

particularly for men. When she contemplates "yielding to the charm of a

woman," she imagines the moment of union as if she were responding to

penetration by the male organ,

E 4

[1]t was a sudden revelation, a tinge like a blush which one
"tried to check and then, as it 'spread, one yielded tg its
expansion, and rushed to the farthest verge and there quivered
and felt the world come closer, swollen with some astonishing
significance, some pressure of rapture, which spIf# igg thin

skin and gushed and poured with ap gxtracrdinary allev1auapn‘
over the cracks and sores' Thep, for that moment, she had “seen
an 1llum1natlon$ a matéH’ burning in a crocus; an imner meaning
almost expressed But the close withdrew; the ha¥dwsoftened.

It was over—~the moment. (MD., p. 47) gg.f

¥

"Against such moments (with women too)," Clarissa's fantasy ends abruptly,

"there contrasted . . . the bed and Bardn Marbot and the candle half-burnt"

. *

(MD., p. u47). In other words, against her fenfas§ of uninhibited and
explosive sexuality lies the reality of the roles of wife, sgciety
hosteis,,and homemaker repfesented by the fhree things thatihalt her
reverie. Clarissa is a good hostess angia good wife within the limits.
prescribed by society, but the world which gave her numerous»skills as
flowef arranger, organizer, and pe{ty—givefg aiso made it difficult for
:vhev to sébept her own passion. Clarissa's refrain, "Fear no more the

heat of the sun," is, as we have seen #n the preceding discussion of

’

metaphoﬁ, in part a response to her memories of passion or at least the
possibilities of it.

Critics have often complalned that Clarissa Dalloway is cold,

1

a bit of a Snob, and rather dull. She is those things, but she is also
.ﬁarm, considerdte, and inspired. Clarissa‘represents'the repressed
potential; she is society's’prejection of woman as hostess and homemaker

at the cost of her own more private and passionate self. An? it is not’
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just sexual passion she sublimates. She hides her anger at Lady Bruton's
invitation, tempers her animosity to Miss Kilman, and stifles her boredom
at some of heré@irty guests. Clarissa has learnt her roles so well that

it takes the drama of a suicide to shake hga;complacency. Not surprisingly,
considering her careful existence, Septimus' suicide reminds Clarissa not

of encroaching death, buﬁ instead his action "made her feel the beauty;

made her feel the fun" Eﬁg,, p. 284). Septimus' dramatic act of self-
preservation (certaiﬁl?vthat is the way he saw it) is the stimulus

’ N
Clarissa needs to reZ&valuate her own priorities.

If Clarissa Dalloﬁay is representative of woman as the;society
hostess; then Mrg% Ramsay is the even more idealistic and archetypal
‘maternal figure. The Ramsayé fepresent the eternal and absolute masculine
and feminine in the novel while Liiy‘Briscoe is the mediating force--both
literally and metaphorically--between them. But Lily does hot repreéent
the median b;wvirtue of some quality of the androgyne; rather her role is
a result of her indépendence., Lily refuses to be manipulated into a
marriage by Mrs. Rémséy or into beiﬂé a mirror for the reflection of his
egoll by Mr. Ramsay. Instead she remains trﬁe‘to heréelf, continuing to
_paint even though her work may never be hung anywhere but in the servant'é
quarters,. and keeping her independence in ipite of fhe temptations of
marriage--among them thetpromise of financial security. Lily Briscoe is
the first really strong gnd uncompromised woman whom Woolf portrays. She
is a 5§namic charééter,-growing'from a weak, slightly~self—pityiﬁg'person
to'a,proud coq}ent woman ﬂézlonger afraid of ﬁer own anger or aloneness.
'Her gr?wth parallelé4her rebellion against traditiénéi roles, Lily does
vnot progress by acéuiring male ;hara;teriﬁtics but by discovering the

strqngths.and‘possibilities,of her own, femaleness. She becomes whole



within those limits. Hers is the freedom that comes from the transcendence

of culturally determined sex roles and, as Woolf noted in A Room of One '

Ed

Own, it is the most promising freedom ot all. As 1 have shown in the
preceding discussion of metaphor, Lily acquires, in the concluding

passage, the images that had been Mrs. Ramsay's in the first section.

The fountain and the pulsating beam of the lighthouse represent, ultimately,
Lily's.uncompromised integrity, their talismanic power strengthened by

the fact ‘that they are- earned Jlike shoes one @qst grow to flll aily

has, in a sense, groWn to £i111 Mrs. Ramsay's shoes by the novel's end,

but she does so, at least in part, by her refusal to take on the dead

woman's. roles. The growth is her own then, the fit a recognition of the

-«

worthiness of her choice of independence.

N

The question of sexual definition is somewhat more complex in o ¥

P, <
The Waves. %F% six central characters represent three different aspects
\__/ ' R A

of the feminine and three different aspects of the masculine. None of

them are really androgynous although Neville, the homosexual, might be

4
said to contain something of the feminine. Of course if we read the six

figures as all aspects of one consciousness (a common enough reading,

» .
though not one that I support), then they do represent the androgynous

‘consciousness. But in splte of the pOSSlbllltleS of that reading, the

"dominant concern of this aspeoy,of the book 'is that of establishing
. : { B ]
individual identity--including, sexual identity--as male or female. The
: - R ) » .
character who is the most successfu} is Bernard; he is the one' most able

to act as an autonomous belng His mascullnlty is not threatened by the

RS

dlsorlentatlon of love--descrlbed as running "bang into a plllar box"

. (W., P- 96)——nor does he .need to prove hlmself by affalrs as Louls and

. »

Jlnny seem to, or by fertillty as Susan does. Bernard is complete’in .-'

.-t B

. N
. . > .



oow I, tree of many ol the stereotypes of masculinity without cacrificing

any of his maleness,
Like Bernard the male (rlando is complete in himself, As
Phyllis Rose has pointed out "Orlando is no tragic story ol a woman

trapped in a man's body, a man in a woman's. Orlando as a man iu

Merfectly content, does not feel, . . . that he is leaving part of his
human potential unfulf,i‘lled."l3 It is only as a woman that the normally
free-spirited and active Orlando begins to express dissatisfaction with
her condition. And it is not a dissatisfaction with the condition of
being female, but with the limitations placed upon her by external forces.
Orlando can no longer %Ct or speak or even dress freely and her right to
her property is suddenly %hreatened. Orlando does not need the masculine
to éémplege her—-Sﬁélmerdine can hardly be viewed as the archetypal male
——bﬁt,nathempshé needs the means to escape some of the confines of the

. roles assigned to.- her. As Rose suggests, the book is concerned not so

much with androgyny as with the idea of elimipating externally enforced

roles. In Rose's words:

[tIhe rapid pace, the constant changes, the unfailing satire of
the book have the effect of leaving the reader thoroughly and
comically confused as to what sex is. Is it determined by
one's drives (to make war or babies, paintings or goups), or by
one's genitals, or by one's clothes? What do we mean when we
say one sex or the other is uppermost in a person? What do we
signify by talking of a man in a woma?fs body or a woman in a

. man's? Isn't any sort of distinction‘between male and female
characteristics spurious? At the very least, crude? -

Orlando is generally accepted as Woolf's central statement on
the themé of androgyny, but if we look at it from the perspective'suggestéd
by Rose we see thatiit is again attacking the very concepts of masculine

and feminine rather than ceiebrating the possibility of seme mystical.

-



balance between the two.,  Perhaps Woolt recognized that, in mout
mythologics that contain the idea ot the androgyne, the teminine in evil

. . . [B8)
or darkness while the mascul ine is goodness or light. As dan alveady
established concept, the androgyne is not really a usetul tool for
re-thinking sexual s@ﬁyping. Tar trom being a4 revolutionary idea,
the notion of androgyny only perpetuates old myths. 1 think Woolt
recognized this, perhaps unconsciously, and although she?Continuvd to use
the word, particularly in her correspondence, she had long since ceaned -
if indeed she ever did--to promulgate the theory. |

Affer Orlando came The Years and Three Guxneas, works s0 closely

- [

connected that Woolf had at first conceived them as avalngle book. Three
Guineas is Woolf at her most radically feminist. It is an aggressive
book with a thin veil of humour often failing to conceal the underlying
anger. As I have already noted there is no quedtion of an ahdrogynous

solution in this book; Three Guineas is a forthright and absolute

condemnation of the patriarchy. Less obvious, but arguing for the same

A changes} is The Years. In The Years Virginia Woolf makes thorough use of
the stereotypes of masculine and feminine. All the characters are locked,
to'varying degrees, into the roleslsogiéty has cast for them. The

\ X . s ' eqs 6
Pargiter men take up the profe;glons of educatlon, law and the mllltaryl

whlch Woolf had so savagély attacked in Three Gulneas. The women, at

least Abel's daughters also fq;low predlctable paths, the eldest givipg
; fg fafher&whlle the other two marry ‘7“ff
e s o
1roﬂ1es of thelr ch01ces Eleaﬁor, by

\

sacr1f1c1ng her youth, flnds herself free in mlddle ageﬁand faced w1th

“ # : . N
) an old beau, cheoses,to reta;nvhergha?g;won 1ndep€nden€e. The youngest, \\
g . . ’ 5 P < e
.Rdse,. is jailed at ¢ne point for her»mié'tant feminist. act1v1ty and 1like’
. N - . " - R - [
S B P A b e .
- ‘ - T _'-"' T -:1 R .
s"» oo K M M



Rachgl Vinrace before her, useems to have sutteped tor her own fpnorance.

b oshare her torror at being accosted as o childy Rose ansuamen o

B

1 puile and fear. " As Woolt ﬂp@inls out in the onuay portions ot
‘ g ‘

*

gm“,""fi. all the girls in the novel share a cormmon andg pathetic
17 ’

R
<« of ignorance and repression.
-

Digby Pargiter's daughters tare slipghtly Letter than their

cousins. Maggie settles Into a happy and mildly unconventional mavriage

with an attractive and apparently sympathetic Yrenchman, while Sara

N

escapes the demands of society's expectations in benign madness.  The two

rémaining women of note in the novel, Kitty Malone and Peggy Pargiter,
are not so lucky. Kitty deliberately aveoids the man who promises passion

and chooses instead to marry for land. Peggy, the niece of Abel's
]
daughters, is torn between two sets of stereotypes and finds herself "

+

hopelessly compromised. What should have been a generation of promise

"éEpears only as a genepation of new conflicts and problems.

The Years not only fails to suggest androgyny as a possible
bri&gé'between the sexes but seems to imply that there is no reliable
bridge to be found. From the very beginning, the sexes are set against
each other and all relationships seem tainted. It is a book full of -

{
missed or aborted communications and from Rose's fights with Martin to &

the children's garbled song at the party, no attempt at expression is [

-~

¥

‘entirely successful. Even within one sex, communications are flawed.

lEdward,’éé a student at Oxford, feels his own hand #p be "'finicky' . . |«

v . - [ s ; . . : . . “‘55 . . B
. . LI . -

like afgirl's,ﬂ beside Gibbs' hand which "was like a piece of raw meat"

.

‘ f(!f, P 32)5, Similariy Rose,*who~is described as "more like a man ,than

woﬁan" (Y., p- ;131), is pnable .0 cqmmunicate‘with Maggie, whom she has

Y ? . » 3 .
' - . e s ° N - ' . o -
‘gone to visit.” Tor both of these characters the physical trappings of
- - . ~ e o e
v : D “‘s ) v -
: . .,

"~



andropgyny only ke relaffonghipys more Jditticalt s And what ot the endiny

b The Years . U Do an bt Ul famons ol of A Foam of One ' vown hae o

to rest al the Paryiter's fpont Jdour., Atd trom that cab the ymbol ot

¥

andropymy, of the mascugline aod teminine conjoined inte the cpreative

matvix sstep two individual Peings, a mile and o femgle,

E
In A Foom of Une's Own Woolt ook out on g london atreet and

"

claserves that the people on 1t "gll deemed separate, selt -abthiorbed, on

L4

1Al

business of their own'™ (Rm., p. 94). Atter a bull in the trattic she

feels a force that was

bringing from one side of the street tu the other diagonally a
girl in patent leather boots, and then a young man in ¥ maroon
overcoat; it was also bringing a taxi®rab; and it brought all
three together at a point directly beneath my window: where the
taxi stopped; and the girl and the vyoung man stopped; and they
got into the taxi; and then the cab glided off as if it were
swept on by the current elsewhere, . . . when I sqw the couple
getting into the taxi-cab the mind felt a¥ if, after.beirg
divided, it had come together again in a natural fusion. (Rm.,
pp. 95-96) - C

¥

"

r
In The Years almost the reverse occurs., As"eanor watches out the window

a taxi

stopped in front of a house two doors down. . . . A young man
had got.out; he paid the driver. Then a girl in a tweed
travelling suit followgd him. He fitted his latch-key to the
door. "'There,' Eleanor murmured, as he opened the door and
they stood for a moment on the threshold. ‘'There!' she
repeated, as the door shut with a little thud behind them.
(Y., pp. 330-31) T

Y

Although the young couple in The Years do enter The house together, that
action does not conjure up the same image of joining as does the‘q‘b in A

Room of One's Own. For one thing the couple in A Room go off together in

.a small, mobile auto that appeared "swppt on by the current," a single

unit;l‘Tﬁ'Thé Years the potential union in the-house,is marked by the

- : _ = *
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ominous "thud" of. the door. -There is a bleak finality in that sound, a

épggéstion of'the "heart of darkness" (BA., p. 158) that endélBeEween the
ﬁEEE;"Thé couple's egfryeinxp the‘house:ages notzseem to promise.uniqn .
so much as it suggeéfs inévitaﬁle COnfrbntétioﬁ betwgen two opposing
foéces}:tPerha§s Eleaﬁor‘s sec?na é*ultantv"’Théfglf" is,é re;égﬁition PE,
that sep;rateness, buy théf leaves us with the unresolved‘"'Agd ndy?'"

(Y., p. 331). . L o, R .

¢ N . . ' _ N

Woolf herself seemed unable to resolve that question in her

S | - ¢
. . . / - . :

final novel, Between the Acts. Having acknowledged that the two people

o

-

in the cab remain autonomous.and do not produce a mystical union in the
figure of the androgyne, éhe is left with the prbblem.df bringing them
‘together some other way. ThevreSOlution suggested in the bleak final

' passage of Between the Acts--"they would embrace.g‘Frdm that embrace

 another life might be born., But first they must fight, as/the'dog'fox

fights with the vixen, in the heatt of ‘darkness, in the fields 6f. night"

N

(Eﬁ;,»pi‘lSB)——is not very enCdurgging; '
What positive resolution the novel offer ms/ to be as a

direct result of Miss La Trobe's art. When Isa ‘and Giles speak at the

novel's end they appear as the chaﬁabters,.the-"two scafcely’perCeﬁtibie
~ figures" (BA., p. 154), of Miss La Trobe's new piay, conceived in the

dark, smoke-filied bar. Aloné, Miss La Trobe 1s both autonomous and, in -

the creative if not the biological- sense, f?cund,‘ She does not claim, as_

Mrs. Manresa doeé,,tb r%presént'"'just humaﬁ‘natdbef" (Eﬁ",P' 77), but

in actual fact she comes.much closer to that state than anyone else in
the novel. As an artist and a lesbian, shq»is\independent, a free-thinker, //*TZ\
a woman content to ignore stereotypes and absorb the criticisms that

follow her acts. Indeed Miss lLa Trobe seems to take pleasure in

L . L
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‘\fant1c1pat1ng her own sins, "[o]ne o{\these days she would break——whlch of
P 1

~— } “J

the vIlLage laws? Sobm.ety'> Chast1ty°" (BA s P- 153)

There is more than ‘a suggestion of satlre in Wooli s

3
J e /

ilure.' She drinks too heavily, or has done "[s]ince~

3

“as somefhing off

characterizatien lf Miss La Trobe, however. The playwright is portrayed

the row with the actress who had shared her bed" (BA., pP. 153), and she

suffers "the hor;oﬁ\and the terror of being alone" (BA., p. 153). No one
—_— . RN S . o o - ’

appears 'to take her work very seriously and it fails even to measure up
to her own. requirements. ‘Perhaps nots an aitogether admirable woman, La

o

Trobe still captures our sympathy. Her jndgment of her own work seemsd

'unnecessanily harsh, her moment'of'satisfaction too brief: PN

'
" [ylou have taken- my gift! Glory possessed hen/afor one moment., :
But what had she given? . . . It was- inthe giving that the
, triumph was. And the triumph fadéd Her gift meant nothing.
If they had understood her meaning; if they had known thelr E
Cparts . i . it would have been a better glft (BA., p lSl)

Miss La Trobe has forgotten that for-at least one member of the audlence :

oy

her glft did mean.somethlng and it was understood The4play may.have
:falled'on other levels, but Miss La'Trobe_d;d earn Mrs. éwithin's sincere.
congratuiations. After all, she.made the old.woman exclaim; "'yon've
fmade me feel I could have played e e Cleopatra"" (BA., p li2, e111p51s
Woolf's). Ceptalnly that constltutes a moment of trlumph . |

In her work on Woolf's androgynous vision, Nancy Topplng Bazin

‘argues that "[t]he need for man to become androgynous is 1llustrated by

the fragmented'nature‘of the characters in Between the Acts."18 Bazin
finds the evidence for this in the way' "that the personalities of the
differernt characters seem to complete each.o:cher'."lg But while the

" characters ang_sharply conitrasted they are hardly complementary./ It is




, A : | B B 90

difficult to imagine William Dodge as a complement to Giles, as. Bazin
' , : .

- . L)

\ + . . R -, . . .L.
suggests, when the latter- appears to harbour almost murderous instincts

e

towards the former. - Dodge, in a moment of depression, sees himself as a

‘h"'mind-diVided little snake in the grass . .c.ras Giles,saw" (BA, p. 57)
| : .
B ——mind d1v1ded, it would appear because forced by ‘others! expectations

F

to play a role, that of husband and father, forelgn to his homosexual

& nature. “Later Glles deliberately steps on a snake and walks through the

rest of the novel w1th blood on his shoes, declarlng his mascullnity ‘at

'every’step. His w1fe s reactlon- quite unlike that of the flirtatious

Mrs. Manresa, is to declare him a "[s]illy little boy, with blood on his’

}boot“\'\(BA s p. 8u). N : o

‘ Giles‘ ‘is not the only ego undereut in the course of the- novel'

but still the book is more p051t1ve than its 1mmed1ate predecessor, The
: I \ . . v .
Years. The p¢331blllty bf Miss La- Trobe s art, of communlcative language

sprldging, as/lt appears to - do, from the fecundity of mud, is' a promise of
. /
: morezattempts at union, if nothing else. The novel ends between acts and
P “\

é\ the curtain rlses in the last line the reader can only hope for av

1
.

lies the answer to Eleanor s "and now”" The roles w1ll continue to be

\\played out w1th new amendments and revisions and perhaps, somewhere in

ST _ .

>

the future .there w1ll/2;fmore room for 1mprov1sation and less reliance

S

on a predetermined script. .
\\ ) “ . . v‘
It is this freedom from preconceived notions of masculine and

T

‘,femlnine,lnot the“unlon of. androgyny, that Woolf has been conSistently'
seeklng and explorlng in her novels. Where the androgyne appears‘it is

not offeredvas ajresolutlon, but as another potential. problem. Only by
' ' : . N\ . . i ’ A

eliminating cultural deflnltrons of masculine and feminine, Woolf seems

7

coytinuatlon of the scrlpt ~in spite of the fights, llfe goes on. Herein .
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to suggest o?n we achieve any sexual success. Success, not’ in the sense

of conquest but in the sense of the unlon that comes as a result of
. . I S
shaned apg?e01atlon and acceptance-—a condition that encourages creativity"

A

- . P}
‘and independence rather ‘than fonformlty and sterlllty From The Vozage

’

) Out(;o Between the Acts Woolf malntalns her emphas1s on 1ntegr1ty in her'

. Iv' \ ’ .
discussions of the masculine and fem;nlne. The earthly\unlon can be as

fertile as the mythical androgynous,one, she. seems to'suggest in her
_ , . . A T
‘portrayal of_couples like Maggie and Rene;'but‘the‘odds are steep. against -
. . , b : ’

; o v o R
successvand the-cost is often great. Maybewthat fight at\the end of

Between the—Acts is partly ing promlse——after all ’flghtlng is one way of '

oontlnulngfto act at all-~-; 1t certaanly does not appear as re31gnatlon '

The solutions for Woolf are neﬁer easy ones and‘the concept'of androgyny,
- elusive, ill-defined, and residing in a mythical realm,kis»ah'easy - -
solution. Woolf wanted an earthly resolution that would seek‘"to

-

llberate the individual from the.conflnes of the approprlate, 2O'ju‘st as

e s . *

’ 'androgyny does at a. mythlcal level.f If she never qulte found 1t; it was

,

»not for want of explorlng the pos31b111t1es, in content, in metaphor,
" even in the structure of the language 1tself ‘Even in Woolf's most

pess1mlst1c work llke The Years, there 1s always the promise of future

-

E4

ynion and compatlblllty, even when. the reallty of the present day seems

bleak and sterlle.




CONTINUITY: A POSTLUDE

When Woolf wrote about the female tradition, in her own
discussions of the litérary women who had preceded ﬁer; she no doubt
thought of herself as being the next iﬁ that procession, ‘Time has p;ZVen
hér correct: _Wooif remgiﬁs outstanding‘gpong Engﬂigh—sﬁeakimg wdmen'.
writers. ‘Along with her no&éis and shdrtpgkoriés,’;hé has‘left us manyv

pages of perceptive criticism and one of the most complete literary lives
) V F N . V B ’
of her time in volume dpon volume of letters and diaries. Her enigmatic

life, with itsvmany dark shadows and half-kept secrets, lures and
P - « 3 -
g

a .

fascinates as do the chafacters.she;creafeﬁ. Her feminist writings, most-

notably A Room of One's Own and Three Guineas but also the essays andt‘w

spéeches now collected in Women and Writing and The Pargiters, speak as
" eloquently today of the problems and Qeéds'ofzwomen as- they did haif a
century ago. .

. This continuing timeliness has caused contemporary women

. &

"writers, artists, and critics like'LouiseVBernikow; Judy Chicago, or’
Ellen Mderé;;to declare Woolf part of théir'pepsdnal_"great_tradition."
"“Cﬁicago, who chose Woolf to be one of the thirty;dine place settings at’

her menumental work The Dinner Party, Wpote; in her reasons for her

selections, that, : R S -
R —~ ‘ » l
[allthough women have been writing about their experience for
centuries, they have not had-their own language; this is the
.problem Woolf addressed. Her'work, like the beacon emanating
. from the lighthouse'in Rer most famous book, illuminated the
.path to a'woman-foizgd,language ip literature.’ ' :

- Woolf believed in a woman's sentence and in the'validity-éf the

.y
- -

)
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(Rm., p. 112).

- . .
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expressions of a female sensibility}‘ Perhaps those beliefs; rather than

flmportant. By celebratlng fhe uniqueness and the achlevemdm

'

female tradition, Woolf opened the door to a great libera

to speak in one's own v01ce,‘1n one's own‘Ftyle. When the poet Marge

Piercy wrote An 1977 that women must concentrate -on "Unlearnlng to not

S

speak,"' she was only paraphra31ng what Woolf had already told us in her

essays on literary women .. Woolf_spent.her own life, I think, "Unlearning

to not speak" and telling other women to do the same. In her concluding

remarks to A Room of One's Own she"argued'that Shakespeare's sister would
’ ' ‘A . v . ) ’ - t‘ F O ‘t -~
only appear if women continued to write even in "poverty and obscurity"

®

[ o ’

Woolf learnedutospeak in many ways « ‘She learned to speak

through metaphor with anvevasiveftoicelthat made the comprehending

reader as‘gnilg§ of any transgression as the'writer.' Metaphor\is

2
intimate: an inside joke, She learned rhetoric with which to put forth

. . R ’ o - ' v
convincing argiments against the patriarchy and irony and humour with
which she often sdftened'the blows. She spoke with anger, sarcasm and

rldlcule but also with pralse, encouragement, and joy. Her voice

challenges and soothes She spoke for and against 1nd1v1duals and causes,

»

men and women 1n her crltlclsm. She learned'naspeak through the many .

. 0 .

fv01ces of her flctlon—-the narrator s, the character s, the story's, and

R

'the author.s,‘»She.learned‘b:stand up and speak out_as she dld at Newnham.

v

“and‘Girton_in‘19§8 or before the London/National’Society for Womean

,‘.,

Service ln’lgal. She learned'naspeak also through her actlons, through‘

'her steadfast refusal to accept awards or’ tltles offered her by any

S W
1nst1tutlons she deemed patilarchal through her pac1flsm and ‘even

14



e
through her suicide, perhaps her loudest cry of all. TFinally she spoke -
- »

in her life‘itself: 7in‘her outpouring of enefgy and support towards
women in her family, in her circle of friendé, and in her profession.
And’'as she learrned to speak; she 1istened. Virginia.Woolf,ﬁas a gbod
listener. If‘she sometimes geard the bifﬁs singing ip Greek,.so be it.
She also heara the many voices of women and she recoghized them for®what
they were--simply the voices of women--and she kried, through her fictioﬁ,
and througﬁ her criticism, fo give those voices a placé,in the traditions
of literature. b

Today we listen to Virginia Woolf's voice. It has a fair
timbre to it; there is the Qeight of many pages of writing behind it.
Sﬁe is not an angel in the hduse‘étopping:the flow of ink upon the page;

. »
- her voite encourages, begs that we speak, asks us also to listen. Woolf

truly Qrote a place for herself in the tradltlon of llterary women . Hep
-voice. w1ll.be heard for a long time yet. "Lies f,she once wrote, '"will
flow from my llpS but there may/perhaps be some truth mlxed up w1th them;
it is for you to seék out, this truth and to dec1de whether any part of .it

is 'worth keeping" (Rm., p. 6). I have tried, in my work here, to seek
out some of the truths Woolf spoke about women; I can only say how\that I
fiqd maﬁ& of them worth keeping. Woolf has much to say and I am not yet

tired of listening.



NOTES

]
N 1

Chapter I: Establishing the Feminist Aesthetic

lNumErg%s people have writen about the artistic inter-

relationships of Bloomsbury, among them '

Quentln Bell,,Bloomsburx (London Omega Books, 1976).

Leon Edel, Bloomsbury: A House of Lions (New York J. P.
Lippincott, 1979).

Allen Mclaurin, Virginia Woolf: The Echoes Enslaved (Cambrldge:
Cambridge University Press, 1973).

J. K. Johnstone, The Bléomsbury Group (London: Secker and
Warburg, 195u4).

2George Edward’ Moore, Principia Ethica (Cambridge:  Cambridge
University Press, 1929), p. 21. Moore makes the point that although
"good" is "1ndef1nab1e, unanalysable' we nevertheless can and do recognize
it. \ »

3For a more, complete dlscu331on of Moore's influence on
Bloomsbury:in general see J. K. Johnstone, "Bloomsbury Phllosophy and
"Bloomsbury Aesthetics," The Bloomsbury Group (London: Secker and
Warburg, 1954), pp. 46-95.

uVirginia Woolf, "Qld Bloomsbury," Moments of Being, ed. Jeanne
Schulkipd (Frogmore, St. Albans: Triad/Panther Books, 1976), p. 194.

sqlive Bell, Art (New York: Frederick-A. Stokes Co., n.d.),
p. 6. .

®Be11, p. 3.

7Roger Fry, Vision dnd Design (New York: Meridan Books, 1960),
pp. 301-302.

8
«Fry,_p. 302. . ) A .
%ry, p. 12.

7 4vyh{§}9Pry, p. 3u4.° N

) .
I%Fry, p. 29.

12Vlr'glnla Woolf, "Mr. Bennett and Mrs. Brown,'" The Captain's
Death Bed and Other Essays (New York Harcourt, Brace, Jovanovich, 1950),
p. 95. . 4 '

‘13, ) '

. ] ‘ :
Woolf, "Mr. Bennett and Mrs. Brown," B- 112.

s ~ ..‘ 95



1y ) . N
Virginia Woolf, "vaolvxn&xhxgmt 5," Women and Weiting, ed,
Michdle Barrett (London: The Women's Press, 1979), p. 191.

I3 )

lJVirginia Woolt, '"Women Novellsts," Women and Wrztxn&. p. 71,

leirginid Woolf, "Speech Before thé-London/National Socliety
for Women's Service, January 21, 1931," The Pargiters: The Novel Esusay
Portion of The Years, ed. Mitchell A. lLeaska (New York: Harcourt Brace
Jovanovich, 1977), pp. xxix-xxx. The editor's marks indicating various
changes Woolf made in the drafts of the speech have been omitted in all
quotations from this book. The rath%r peculiar punctuation is Woolf'ﬁ:own.

]Virginia Woolf, The Diary of Virginia Woolf, Volume Two 19)M~
1924, ed. Anne Olivier Bell (New York: Harcourt Brace Jov§nov1gh 1977),
p. 226.

18Virginia Woolf, The Letters of Virginia Woolf, Volume Four
1929-1931, eds. Nigel Nicholson and Joanne Trautmann (New York: Harcourt
Brace Jovanov1ch 1979), p. 203.

\\‘
\

lgvirginia Woolf, "Revolving Lights,”" Women and Writing, p. 191.
]

Chapter II: The Female Sentence

lVirginia Woolf does not use/@gzlphrase "female sentence" in A
Room of One's Own although shedes discuss the idea as well as the
concept of a "man's sentence unsuited for a woman's use" (Em.,
p. 77). The phrase '"woman's sentence" does appear in Woolf's review of
Revolving Lights first printed in The Times Literary Supplement, May 19,
1923, and reprinted in Virginia Woolf: Women and Writing, ed. Michéle
Barrett (London: The Women's Press, 19739), pp. 191-92. Woolf also uses
the phrase "sentence of the feminine gender" in this review (p. 191). ‘

2For a more complete discussion of the idea of women authors
dlsgu151ng themselves behind male pseudonyms see Mary Jacobus, "The
Difference of Vlew," Women Writing and Writing about Women, ed. Mary
Jacobus, (London: Croom Helm, 1979), pp. 10-21.

3Jacobus, Women Writing, p. 12.

uJacobus appears to be using the notions of textuality and
difference suggested by Jacques Derrida in Writing and Difference
(Chicago: The University of Chicago Press, 1978). I do not use the word
"traces" in the specifically Derridean sense.

SVirginia Woolf, "Women and Fiction,”" Virginia Woolf: Women

and Writing, p. u48.
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(ST . :
Virginia Woolf, "The Tunnel," Virginia Woolt: Womon and
Weiting, p. 190, e

"Virginia Woolf, "KRevolving Lights," Virginia Woolt: Women and
!y‘ﬁi}jﬂgg_, p. 14l. ,

Hu. B. Sinclair, "0f Two Minds," sgjgyggxmy}gﬂi. 9%, No. 7
(September 1980), p. 20.

* qFor a further discussion of the evidence see: Dorothy
Dinnerstein, The Mermaid and the Minotaur: Sexual Arrangements and Human
Malaise (London: Harper Colophon Books, 1976); Julia O'Faolain and Lauro
Martines, eds., Not in God's Image:” Women in History from the Greeks to
the Victorians (London: Harper Colophon Books, 1973); Simone de Beauvolr,
The Second Sex, trans. H. M, Parshley (New York: Vintage Books, 1974).

\
10Thomas J. Farrel, "The Female and Male Modes of Rhetoric,"”

College English, 40, No. 8 (April 1979), pp. 909-21.

llvirginia Woolf, "Revolving Ligﬁgi," YiﬂﬁiﬂjémﬁPP}ff ~Women and
Writing, p. 191.

12Mary Hiatt, The Way Women writé (New York: Teacher's College
Press, 1977).’ .

13

A brief list of definitions of the rhetorical devices referréd

to follows (source Hiatt): ; - .

anacoluthia: ahanging from one grammatical construction to another in
the same sentence

asyndeton: absence of conjunctions in triplets or series

polysyndeton: repetitive use of conjunctions in triplets or series

anaphora: repetition of the same word or words at the beginning of
phrases or clauses in sequence

tmesis: repetition of a word with one or a few words in between.

ll‘Rob:’m Lakoff, "Women's Language," Language and Style, 10, No. Uu
(Fall 1977), pp. 222-u47.

1

5Phyllié‘ Chesler, Women and Madness (New York: Avon Books,

1972).

lGThe most blatantly hostile review of Three Guineas is Q. D.
Leavis' "Caterpillars of the Commonwealth Unite,' Scrutiny, 7, No. 2
(September 1938), pp. 203-14%, In this review Leavis calls Woolf's book
"Nazi dialectic without Nazi conviction" and "the art of living as
conceived by a social parasite." The reviewer goes on to accuse Woolf of
"boudoir scholarship" and ends by implying that Woolf is not a ''woman
.capable of justifying her existence in any walk of life.”

17These techniques of repetition are similar to those employed
by Gertrude Stein in works such as "Lifting Belly" or '"Patriarchal Poetry"
reprinted in The Yale Gertrude Stein (New Haven: Yale University Press,
' 1980). '




1

Book Neview, Dec. 4, 1966, pp. 1 & 74, as quoted in Mary Eilmann,
Fhinking About Women (New York: Harcourt Brace Jovanovich, 1968), p. 73.

19Hrn. Humphrey Ward, from the dedication to Eleanor (London:
Harper and Brothers, 1901), n.p.

?ovirginla Woolf, "The Tunnel,” Virginia Woolf: Haucnﬂgpd

Writing, p. 190.

éknthauy Burgess, "The Book {s Not for Reading," New Yorr Times

?Lror example ‘Hiatt shows that women balance adverbs of pace-
with those of emotion while men use four times as many adverba of pace.
Women also use significantly more parallel constructions, especially
"complex doublets” which Hiatt defines as a doulblet reinforced by one or
more rhetarical devices,

“hiate, thsm.‘isx,:!mms}“m- p. 122.

23Virginia Woolf, The Diary of Virginia Woolf, Volume 1, 1915-

1919, ed. A. O. Bell (New York: Harcourt Brace Jov&novich;“15§3s;waMﬁlﬁ.

2“Mary Jacobus, "The Question of Language," Critical Inquiry, 8,
No. 2 (Winter 1981), p. 222.

2smaine Showalter, "Feminist Criticism in the Wilderness,"
Critical Inquiry, 8, No. 2 (Winter 1981), p. 205. Again we can see the
influence of Derrida's theories of difference on the critic. .

26Mary Hiatt, "The Sexology of Style," Language and Style, 4,
No. 2 (Spring 1976), p. 106.

b}

Chapter III: Metaphor and the Exploration of Female Sexuality

lTed Cohen, "Metaphor and the Cultivation of Intimacy,"

M T A

Critical Inquiry, 5, No. 1 (Autumn 1978), p. 8. The definition of metaphor

as a balanced relationship between '"maker'" and "appreciator," one issuing
an invitation and the other expending an effort, is his.

2Virginia Woolf, "Professions for Women," Women and Writing,
ed. Michéle Barrett (London: The Women's Press Ltd., 1979), pp. 61-62.
These lines represent the solid object as obstacle--an obstruction to
accomplishment. 'In her fiction solid objects dre more frequently life
rafts, symbols of stability and achievement. The exception is the story
"Solid Objects" where the protagonist's life is frozen by his obsession
with forms. There are no female characters in the story.

3Hy discussion of female sexual metaphor is based on the
criteria suggested by Ellen Moers, "Metaphors: A Postlude," Literary
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* Ay
Women: The Great WrfWBy: (New York: Anchor books, 1977), pp. 369-w0},

Viﬂinio Woolf, The Diary of Virginia ¥oolf, Volume W 1931-
1935, ed, A. 0. Bell (New York: reaurt Brace Juvanuv.ui T981), §. ¢,

Viuinh Woalf, “The Introduction,” Mrs. Dalloway's Farty, ed
Stella McMichol (New York: HMarcourt Brace Jovanowich, 1873, p. 9. This
ta & posthumeus collection of swtories, ’

“Morrt Marder, Peminiss and Art. A Study of Vieginia Moolf
(Chicago: ‘the tmiversity afmfhicqgﬁwricdi. 198 . %ur a 3§“uunium uf
the walruas brush as it relates to Lieanor's sense of self and of tise
passing see page 102,

}for s lengthier and aceewhat different dincusseion of colne in
Virginia Woolf, see Marder, pp. 9-103.  In contrast to :' purity of
coins {n Eleanor's hands are the rather soiled coinas t Ala} Pargiter's
crippled hand gives to his children and his mistreas as rewards or briles.
A corrupt man, Abel finds no Integrity in the coins that slip frum hand
to hand.

'Jcn&u Naremore, "Nature and History in The Years,” viﬁliﬂ?ﬁ
Woolf: Revaluation and Continuity, ed. Falph Freelman fﬁ«rkukay '
Unlveralty of Callfornia Press, 1980). Naremore ldentifies the status un
page 256.

"

gkhoda‘ "tunnels” and Ygrternal corridur:” are related to the
metaphor of life as "being Blown through the Tube at fifty miles an hour”
that occurs {n Virginia Woolf, "The Mark on the Wall," A Haunted House
and Other Short Stories (New York: Hascourt Brace and dorld, 19727,
p. 38). The sndiess tunnel or corridor is a symbol for Woolf of the
empty, random life lived too rapidly and without focus. The narrator o!f
"The Mark," {n contrast to Rhoda, finds & s0lid oblect to focus on, a
snajl on the wall. Even such an insignificant fore can be a "plank in
the sea”™ (HH., p. 44) and the character i{s saved from the fate of the
tunnel's nihilistic evocation of life.

loNoers. p. 387.

llnoers, pp. 3496-99,

12Hocrs, p- 385,

1370 mention just & few of those predatory male birds: Abel
Pargiter's right hand resembles "the claw of some aged bird,” the men at
Kitty's party are "gulls settling on fish" (Y., p. 199), while the youny
man Peggy meets declaims "I, I, I . . . like a vulture's Leak pecking”
(Y., p. 275). Even Septimus Smith is a "young hawk" (MD., p. 222)
compared to his wife Rezia who is likened to a "bird sheltering under the
thin hollow of a leaf™ (MD., p. 99). The exception is Susan whom Louis
views as a predatory bird. "To be loved by Susan would be to be impaled
by a bird's sharp beak," he thinks. The image is not without its appeal
to Louis who goes on, "thera are moments when I could wish to be speared



by & bea¥, 1. Pe ralied tu a bartyard $one, pecilflvely, wooe a6d for a1t
v, pp BO-83),

"For a poignant dex. rlptluth of the fragile life, cleessive - |
m»iur and yltimate helplenstena of e satlh, ofs heod ofily real oL F s

eBsay, "The Death of the Maeth.” (s the etiiinces of sid-day, ali of

Aatury sceme 1o MOuWrh The vallant effort of Yhe math in its '4!33¢

stpugglie with death. Lt e ¥hie coalbination af Freglillity amd valiance of

apirit which ¥ooil cokbecte wi’h the isbect, that l: metaphoricaliy

tranaf eried to Rachel VYinrace,

A'!‘”ur af emcelient diacysialon of J sumleel iment in this afd other

Woclf noveis see Ltephat Trombley, “The Prokilewec? Dad«-diment ™ ‘411

Yha' V. ¥ TN N ica'ﬂ&d" ’\fif*ii‘tua \i«{-«»l.’ and Hey 655“ tore {london

Cubetion Rocks, 1981Y.

o at.%zdruﬂny arn! the !mm ‘w!iﬂ‘

i":’h« i jor discussions of sndrogyny (6 Mool 's warr afe
caralyn Helllrun, Towar! a ‘eciugnition of Androgyny (New Yors hay ey
Collophot Boeohs, 1973Y, Mancy Yopping marin, VK:»EH ba Wolf amd the
Androgyhous Vislon (New ‘craey Rylgprs University Press, 13737,
Wﬂn},rﬁﬂmfnﬁ‘—y:w“’* voa Tami "™ V&ri}nia Woolf. A Uritioal Meecir
(Chiﬁa‘b: Tassandra Liitiona, 19737, Herlert Marder, “The Androgyne s

Mind,” Feminism and Art. A Ndudx of Virginie Woolf (\‘“‘?aicag: e
Universlty of Chicage Frems, 1968).
‘Phyllis Kose, ™Wits Sacbviile West and Androgyny,” Woman of

Letters: A Life of \’;r—&mu Wor it (New York: Oxford University Press,
1978). In her dis.ussion of welf's use of andr ugy-ny Bose emptasizen the
importance of the cerelral relatiaonship of male and female for Woolf.

Ciear
Guineas as

‘1&‘.»«»1!'1 ohlections To the male ego are malde alan’
+f never quite explicitly--in A Room of ime's Own and Three
well a5 {n her character.zation of mer in the nowels. &H‘h ‘
writes, with growing lrony, cf reading male writers, "it was dnl‘g‘*"
to read & man's writing again. !t was soc direct, so straightfeorward
after the writing of women. It indicated such freedom of mind, such
liberty of person, such contdfence in Nimsel? . . . . Byt after reading a
chapter or twe & shadow seemed to lie across the page. [t was a straight
dark bar, & shadow shaped something like the letter '['" (Rm., p. 98).

In her review 'Men and Hmm." wig:mlly published in The Times Literary
Supplement , 18 March 19320, 1f wrote that the "garrulous sex . . . i=
not the female but the male;, in all"the lilraries of the world the man is

&3

t#

-

to be heard talking to himsel?f and for the-mosxt part about himself.’

“ . . .

See Rose, pp. 189-90 for a discussion of the jdea of
transcendence of sex Jifierences as it appears in Woolf's work, part cularcly
her criticism,
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i Stephen Trombley, "The Problem of Embodiment," 'All that
Summer She was Mad': Virginia Woolf and Her Ddctors (London Junction .
Books, 1981), p. 26. . ° . : : T

6Trombley, p. 29.
7 . i v .
Trombley, p. 28. : - » ‘ '

QTrombley, p. 31.

See Bailn, p. 77 for a dlscuss1on of the significance of
William Rodney's full name. '

.

lOIn her chapter "Jacob's Room and Mrs. Dalloway," Bazin doeffa °
quite thorough character,assassinatioh of Clarissa pp. 121-23. .
. & : ‘
llWoolf suggests:that women are tpadltlonally reflectors of the
male ego in A Room.of One's Own, p. 37--"Women have served all these
centuries as looking glasses possessing the magic and delicious power of
‘reflectlng the figure of man at twice its natural size."

l'21’01’* a discussion of,the six characters of The Waves as aspects

of a.single character see Harvena Richter, The Inward Voyage (Princeton:
. Princeton' University Press, 1970), pp. 2u7-48.

2

‘\‘A 13Rose, p. 182. -
‘\\”’ luRose pp. 184-85,
N 15For a discussion of the. myths of androgyny in a- femlnlSt light

. see: Cynthla Secour, "Androgyny An Early Reappraisal,' Women's Studies,
2, No, 2 (1974), pp. 160-69; Daniel Harris, "Androgyny: The Sexist Myth
in D1sgu1se," Women's Studles, 2, No. 2 (1974) pp 171-84,

S 16 James Naremore, "Nature-angd . Hlstory in The Years," Vlrglnla
Woolf: Revaluatlon and Continuity, ed. Ralph Freedman (Berkeley
Unlver31ty of California Press, 1980), p. 253. Naremore points out the
relationship between the careers chosen by the Pargiter men and the
institutigns ridiculed by Woolf in Three Guineas.

l7Virginia Woolf, The Pargiters, ed. Mitchell A. Leaska (London:
Harcourt Brace Jovanovich, 1977); see "Fifth Essay," PP. 106-30, for a
discussion of the ignorance of young women of the day in matters sexual.

%8Ba21n, p. 201.
(’ & ;gBazin,'p.’20l. I &

OHeilbrun, P. Xa
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Continuity: A Postlude

) ;For a more thorough discussion of Wbolf's 1mportance in the
tradltlon ‘See: Louise Bernikow, Among - Women (New York: Harmony Books,
1980); Judy Chicago, The Dinner Party (New York: Anchor Books, 1979),
Ellen Mders, Literary Women (New York: Anchor Books, '1977). ) ,

ﬁf : Judy Chlcago, P. 95

SR Marge Piercy, "Unlearning to not speak " To Be of Use (New
York: Doubleday and Co., 1973), p. 38.

\
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