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ABSTRACT

Many critics have explored the <close relationship
which exists between the events of Virginia wWoolf's life and
her fictional work. The extensive amount of autobiographi-
cal material now avallable supports this fileld of study and
encourages further exploration. Woolf's diary, 1letters and
other memolrs reveal a contlnulty of the thought and "phlilo-
sophy" contained within her fiction, specifically 1in three
consecutive novels composed durlng her most creative perlod-
-To the Lighthouse, Qxlando, and The Waves. This connection
between autobiographlical and fictional writing may be seen
in Woolf's use of imagery. Specific groups of images found
in these two genres illustrate Woolf's changing view of the
artist's ability to create stability and permanence amidst

the evanescence of daily life.
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Introduction: A Pattern of Imagery

A close relationship exists between Vvirginia Woolf's
autoblographical and "serious" writing. Jeanne Shulkind,
editor of Moments of Being, notes the "unusual degree to
which Vvirglinla wWoolf wove the facts of her life--the people,
the incidents, the emotlions--into the fabric of her fiction
..." (MB 13). Susan Dick develops thils point, referring to
"A Sketch of the Past": "This memolr contains some of
Woolf's most poetlc evocatlons of the past and some of her
most searching reflections on the mind and on what she
called ‘reality.' It also demonstrates ... the striking
continuity of her work" (196).

A manifestation of this relationship may be found in
a pattern developed iIn the autoblographical writing, which
is also present 1in the three novels To the Lighthouse,
QOrlando, and The Waves. This pattern i1s expressed through
groups of Iimages--images of flux, images of circles, and
images of "prominences & angles" (Dlary III 39)--and the
emphasis on these images 1in the fiction invites comparison
with theilr role and Iimportance 1in her autobliographical
writing.

Woolf's manipulation of the pattern can be discussed

through an examination of her wuse of imagery in To the
1



Lighthouse, oOxlando, and The Waves. While the groups of

images recur in the three novels, thelir significance and
relations vary. Consequently, a progression of thought from
To the Lighthouse to The _Waves may be 1dentified by
analyzing 1imagery in each novel. By comparing the same
pattern of imagery in both autobiographical and fictional
works, I hope to gain 1Insight 1into Woolf's method and
achievement as a writer.

The pattern is quite simple, and basic to the method
Woolf employs 1n creating IQ_;hg_Lign;hggth Orlande, and
The Waves. Originated in the autobiographical works, it is
both imagistic and dualistic. When critics speak of dualism
in relation to Woolf's writing, they often refer to it in
terms of opposition between two states or forces. This
aspect of dualism 1s central to Woolf's work, and it
comprlses the first stage of the pattern. Dualism, however,
is not confined only to the initial stage of the pattern and
to the I1Imagery of flux that expresses l\it. It 1s also a
crucial aspect of the next stage of the pattern. The moment
of being which characterizes this stage is elther positive
or negatlive--ylelding either a sense of discovery and
satisfaction or a sense of powerlessness and despalr--and
the pattern reflects this distinction.

The "moment of belng" is characterized by its unity-
-a unity emphasized by a scene which has recorded the

moment, maklng the moment a permanent memory In the face of









surprising that the past and the role of the mind,
particularly the memory, hold a dominant place in Woolf's
wrlting. In Moments of Belng, Woolf discusses a method
which allows her to capture significant moments of the
present so that they survive as memorles of the past:
Always a scene has arranged 1itself: representative,
enduring. Thls confirms me in my instinctive notion: ...
the sensation that we are sealed vessels afloat on what
it is convenlent to call reality; and at some moments,
the sealing matter cracks; in floods reality; that is,
these scenes--for why do they survive undamaged year
after year unless they are made of something compara-
tively permanent? Is thils liabllity to scenes the origin
of my writing impulse? ... Obviously I have developed
the faculty, because, in all the writing I have done, I
have almost always had to make a scene ... (142-43).

"Scene making" also involves recording the emotlions
which are part of the 1impressions evoked by the scenes.
woolf makes a connection between emotion and the past in her
March 18, 1925 diary entry: "At the moment ... I can only
note that the past 1s beautiful because one never realises
an emotlion at the time. It expands later & thus we don't
have complete emotions about the present, only about the
past" (Diary III S).

The slgnificance of emotion 1in one's perception of
reality (as Woolf refers to the scenes she constructs) is
made clear in her record of a conversation with Lytton
Strachey about her "method" 1in Mrs,_ Dalloway: "You should
take something wilder & more fantastic, (he said,] a frame

work that admits of anything, llke Tristram Shandy. But

then I should lose touch with emotions, I said. Yes, he



agreed, there must be reallty for you to start from" (Dlary
III 32).2 However, the impressions evoking her emotional
response are not easily translated into writing:
I want, partly as a writer, to found my impressions on
something firmer. I said to Lord B. All you must do in
writing is to float off the contents of your mind. Clive
& Raymond laughed & said Thats exactly what you do
anyhow. And I don't want that to be all. Nor is {it.
Theres a good deal of shaping & composi?glii;_ﬁzléggﬁf
Many of the references to life, including those to
the past and to specific memories, refer to two specific
opposites, depth and surface, and Woolf often connects the
two through movement from one to the other. In Moments of
Beling, Woolf relates the past to the present 1in terms of
surface and depth: "The past only comes back when the
present runs so smoothly that it 1Is 1like the sliding surface
of a deep river. Then one sees through the surface to the
depths" (114). The past is lnextricably tied to memory, so
that "In certailn favourable moods, memories--what one has
forgotten--come to the top" (MB 77). When the "certain
favourable mood" occurs, much pleasure results from the
conjunction of past and present--of depth and surface--and
this may only happen when the individual 1s at "peace":
For the present when backed by the past 1iIs a thousand
times deeper than the present when it presses so close

that you can feel nothing else.... But to feel the
present sliding over the depths of the past, peace is

necessary (MB 114).

As 1s apparent from these examples of Woolf's

thought and writing, water 1Imagery characteristically



symbolizes life and the thought process prompted by the
events of 1life. Water 1imagery is also complementary to
Woolf's frequent references to depths and surfaces. TwWO
striking images contained within her diaries i1llustrate how
closely water Ilmagery 1s connected to her view of life and
the search for permanence found 1n the recollections of
certain impressionable moments of the past.

The filrst image 1s found in the September 28, 1926
diary entry and focuses on depth, opposing 1t to the
surface:

... 1t is always a question whether I wish to avolid
these glooms.... These 9 weeks give one a plunge into
deep waters; which 1s a 1little alarming, but £full of
interest. All the 1rest of the year one's (I daresay
rightly) curbing & controlling this odd immeasurable
soul. When it expands, though one is frightened & bored
& gloomy, it is as I say to myself, awfully queer. There
is an edge to i1t which I feel of great importance, once
in a way. One goes down into the well & nothing protects
one from the assault of truth. Down there I cant write
or read; I exlist however. I am. Then I ask myself what I
am? & get a closer though less flattering answer than I
should on the surface--where, to tell the truth, I get
more pralise than is right. But the praise will go; one
will be left alone with this being in old age. I am glad
to find 11t on the whole so lInteresting, though so

acutely unpleasant (Diary III 112).

During this "plunge Into deep waters," answers to questlions
are revealed by the '"assault of truth"™ in the depths,
answers '"closer" than those on the "surface." Although the
experience 1is "alarming," it 1is also "full of interest,"
most likely because of the answers revealed.

Woolf continues her discussion in the next entry,

for September 30, 1926:



I wished to add some remarks to this, on the mystical
side of this solitude; how it 1is not oneself but some-
thing in the universe that one's left with. It is this
that is frightening & exciting in the midst of my pro-
found gloom, depression, boredom, whatever it is: One
sees a fin passing far out. What image can I reach to
convey what I mean? Really there is none I think (Diary
ITTI 113).

Only a suggestive glimpse is revealed on the surface, rather
than an assault of truth resulting In an answer.
About one year later, Woolf again refers to the
Image of a fin:
Many scenes have come & gone unwritten, since it is
today the 4th sSept, a c¢old grey blowy day, made
memorable by the sight of a kingfisher, & by my sense,
waking early, of being again visited by the ‘spirit of
delight'. "Rarely rarely comest thou, spirit of
delight." That was I singing this time last year; & sang
so polgnantly that I have never forgotten 1it, or my
vision of a £in rising on a wide blank sea. No bio-

grapher could possibly guess this important fact about
my 1llfe 1In the 1late summer of 1926: yet blographers

pretend they know people (DRiaxry III 153).

The "vision"™ 1is a positive one, bringing a glimpse of
something rising from the depths, moving from the depths to
the surface and giving the viewer a sight of something
normally hidden. Thus it is apparent that the two images,
the well and the £fin, are aspects of the same experlence,
though in the first a stronger impression results.

The experlence described 1n this depth-and-surface
water imagery is like that recounted by Woolf in Moments of
Beling; it even shares the same duallstic nature of
possessing a frightening and yet exciting side to it. Woolf
labels the more mundane and trivial parts of her exlstence

"the cotton wool of daily life" (MB 83). This "cotton wool"



is similar to the surface of a body of water; contained and
concealed beneath that surface are the memories of specific,
significant moments of 1life, "moments of being" as Woolf
refers to them. These memories "surface unexpectedly,"
evoking much the same Image as that of the "fin rising on a

wide blank sea." However, when this occurs so unexpectedly
it is a "shock."

In Woolf's dlscussion of the "separate moments of
being ... embedded in many more moments of non-being," she

‘ recalls "three instances of exceptional moments" that "come
to the surface unexpectedly" (MB 81,83). She experlences a
revelation of sorts when flrst wrlting of these three
moments of belng, each "a sudden vlolent shock" to be

remembered for 1life, and all having occurred at st. Ives (MB

82).
The first involved herself and her brother Thoby:

I was fighting with Thoby on the lawn. We were pommel-
ling each other with our fists. Just as I raised my fist
to hit him, I felt: why hurt another person? I dropped
my hand instantly, and stood there, and let him beat me.
I remember the feeling. It was a feeling of hopeless
sadness. It was as 1if I had become aware of something
terrible; and of my own powerlessness. I slunk off
alone, feeling horribly depressed (MB 82).

The second example has some slgnilflcant differences:

I was looking at the flower bed by the front door; "That
is the whole", I said. I was looking at a plant with a
spread of 1leaves; and it seemed suddenly plain that the
flower itself was a part of the earth; that a ring
enclosed what was the flower; and that was the real
flower; part earth; part flower. It was a thought I put
away as being likely to be very useful to me later (MB

82).



The third and final example originates with the news that a

former houseguest has committed suicide:
We were walting at dinner one night, when somehow I
overheard my father or my mother say that Mr Vvalpy had
killed himself. The next thing I remember is being in
the garden at night and walking on the path by the apple
tree, It seemed to me that the apple tree was connected
with the horror of Mr VvValpy's suicide. I could not pass
it. I stood there 1looking at the grey~-green creases of
the bark--it was a moonlit night--in a trance of horror.
I seemed to be dragged down, into some pit of absolute
despalir from which I could not escape. My body seemed
paralysed (MB 82-83).3

These "exceptional moments" all involve revelatilons,
though revelatlions of dlfferent types. Woolf ldentifies the
dualism of the three moments when writing them down for the
first time: "Two of these moments ended 1n a state of
despalr. The other ended, on the contrary, in a state of
satisfaction" (MB 83). The moment involving the flower
vyields a "discovery," and it 1s this which creates the
"profound dlfference ... between despalr and satisfaction"
(MB 83). The difference also involves Woolf's inability "to
deal with the pain of discovering that people hurt each
other" and themselves (MB 83). It is the "sense of horror"
accompanying these two moments which creates her sense of
powerlessness and the resulting feeling of despair.

In the two dlary entries involving the images of a
well and a fin, Woolf associates feelings of interest and
alarm with the well and calls the experience represented by
the fin frightening and exciting. Obviously, the feelings

evoked by these experlences are similar. They also share

10
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the same dualistic nature, and it is this which most closely
ties them to the three moments recounted by Woolf in Moments
of Being. The two moments resulting in a feeling of horror,
powerlessness and thus despalr are of course frightening to
Woolf. The moment ylelding a dlscovery--a glimpse of
something not readlily apparent--and its accompanying feeling
of satlsfaction 1s both 1Interesting and exclting. Woolf
explores the difference and attempts to account for 1it:

... In the case of the flower I found a reason; and
was thus able to deal with the sensation. I was not
powerless. I was conscious--if only at a distance--that
I should in time explain it. I do not know 1if I was
older when I saw the flower than I was when I had the
other two experiences. I only know that many of these
exceptional moments brought with them a peculiar horror
and a physical collapse; they seemed dominant; myself
passive. Thls suggests that as one gets older one has a
greater power through reason to provide an explanation;
and that thls explanation blunts the sledge-hammer force
of the blow (MB 83).

The above passage also relates to the well and fin
diary entries in that all involve Woolf's efforts to explain
her feelings or sensations she experiences. As well, her
passivity, noted 1in thils passage, 1s repeated 1in ¢the
experiences noted in the dlary entries. In the flrst entry
Woolf descends Into a well where "nothling protects one from
the assault of truth," and in the second she "sees a fin
passing far out" (Riary III 112, 113). "Truth" is active in
"assaulting" Woolf, the passive recipient. In the second
entry, she 1s graced with the vision of the fin, again the

passive reciplent of an action. It is only when Woolf as an

artist responds to the experlience by attempting to explain



it that she realizes 1lts positive benefit.

The connection between the dlary entries and the
memoirs is a close one, in part because both involve Woolf's
efforts to explore the origin of her own artistic impulses.

The most encompassing and explicit attempt to uncover that

origin is made in Moments of Being, and it reveals the

Importance of these "sudden shocks" or "exceptional
moments." Woolf reveals that she still has the "pecullar-
lty" of recelving these "sudden shocks" and welcomes them,
for though they "surprlise" her she always feels "they are
particularly valuable"™ (MB 83). Her intenslve effort to
explaln the importance of these experliences follows:

And s0 I go on to suppose that the shock-receiving
capacity is what makes me a writer. I hazard the explan-
atlon that a shock 1Is at once in my case followed by the
desire to explain it. I feel that I have had a blow; but
it is not, as I thought as a child, simply a blow from
an enemy hidden behind the cotton wool of dally life; it
is or will become a revelation of some order; it 1Is a
token of some real thing behind appearances; and I make
it real by putting it into words. It is only by putting
it into words that I make it whole; this wholeness means
that it has lost its power to hurt me; it gives me, per-
haps because by doing so I take away the palin, a great
delight to put the severed parts together. Perhaps thls
is the strongest pleasure known to me. It is the rapture
I get when in writing I seem to be discovering what
belongs to what; making a scene come right; making a
character come together (MB 84).

The above passage illustrates the different
responses of Woolf as chlld and Woolf as artist to the
"shocks" she receives. She responds by actively controlling
the experlence through her efforts as an artist to order it,

"to put the severed parts together" and "make 1t whole."

12
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After doing so she 1is no 1longer '"hurt"; the "pain" is
removed. Woolf's ability to discern the positive aspect of
these revelations or shocks initiates

what I might call a philosophy; at any rate 1t is a

constant idea of mine; that behind the cotton wool is

hidden a pattern; that we--I mean all human beings--are

connected with this; that the whole world i1s a work of

art; that we are parts of the work of art.... And I see

this when I have a shock (MB 84).

Woolf continues her discussion by exploring the
relatlionshlp of this "phllosophy" to her life, showing the
prominent role of the '"shock-recelving capaclity" 1in her
artistic process:

This 1intultion of mine--it 1is so Instinctive that it
seems glven to me, not made by me--has certainly glven
i1ts scale to my life ever since I saw the flower in the

bed by the front door at St 1Ives.... 1t proves that
one's life 1s not confined to one's body and what one
says and does.... And this conception affects me every

day ... (MB 84).
The emphasis on her feelings and actions as an artist and
their effect on daily life is important. It illustrates
what Woolf percelves to be a vital artlistic function, one
she belleves In and attempts to fulfill. wWhen she makes a
scene or character "come together," the "severed parts" are
unified--made whole--and a work of art 1s produced.

Just as the revelation 1involving the flower is
signified as being enclosed by a "ring," Woolf repeats the
circular image when she writes "a rough visual description
of childhood":

Many bright <colors; many distinct sounds; some human

beings, caricatures; comic; several violent moments of
being, always including a circle of the scene which they
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moments; but to create a permanent record, the artist must
make them 1into "works of art," scenes represented
symbolically. Woolf dlscusses this process 1in Moments of
Being. Referring to the moment of being signified by the
flower as part of the pattern behind the cotton wool, Woolf
writes, "If 1I were palnting myself I should have to f£ind
some--rod, shall I say--something that would stand for the
conception" (MB_ 84). She speaks of. living "in relation to
certain background rods or conceptions" (MB 84). All else
is built around these stable '"rods."

The symbolical image of the rod in Moments of Being
is echoed 1in Woolf's diary. Speaking of an old acquaint-
ance, Woolf describes her as one "who has no feelings, no
sympathies, prominences & angles are all completely razed
bare" (pPlary III 39). The "promlinences & angles" are
symbols of the essential person Woolf knew long ago; though
that person remains throughout the many years, whatever
seemed emotionally appealing and attractive to Woolf has
disappeared with time. This diary entry provides the key to
similar images that appear in the fiction, images which are
characterlzed by thelr shape as "promlnences & angles" and
indicative of the pattern present in the autoblographical
and fictional wrliting.

Reading To the Lighthouse, Qrlando, and The Waves in
light of Woolf's autoblographical work contributes to a

better understanding of the novels. By concentrating on
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imagery present throughout both genres, the autobiographical
and fictional, one recognizes that the pattern identified in
the autoblographical work 1s also present 1In Woolf's
fiction. This pattern is not static nor constricting, for
its dualistic nature provides Woolf with multiple oppor-
tunities to explore and represent the "pattern behind the
cotton wool." Recurrent central Images in To the
Lighthouse, Orlando, and The wavegs, and the changes 1In what
the Images come to represent in Woolf's writing and thought,

reveal her expression of a significant pattern of 1imagery.
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so that the monotonous £fall of the waves on the beach,
which for the most part beat a measured and soothing
tattoo to her thoughts and seemed consolingly to repeat
over and over again ... the words of some old cradle
song, murmured by nature, ‘I am guarding you--I am your
support,' but at other times suddenly and unexpectedly
... had no such kindly meaning, but like a ghostly roll
of drums remorselessly beat the measure of 1life, made
one think of the destructlon of the island and its
engulfment in the sea, and warned her whose day had
slipped past iIn one quick dolng after another that it
was all ephemeral as a rainbow--thls sound which had
been obscured and concealed under the other sounds
suddenly thundered hollow in her ears and made her look
up with an impulse of terror (TL 27-28).

As 1s evident here, through its dual nature water imagery
presents both peémanence and evanescence.

The relatlonshlp between permanence and evanescence
1s noted in Woolf's dlary, where she writes, "Now one stable
moment vanquishes chaos. But this I sald in The Lighthouse"
(Rlary III 141). Varlous characters 1Iin To the Lighthouse
attempt to reach a state of stability, to realize some form
of permanence amidst the evanescence and chaos of daily
life. sSometimes they are successful, sometimes not. It 1is
the artists, primarlily Mrs. Ramsay and Lily Briscoe, who
succeed in establishing a sense of stability, and they help
others to create and experience moments of permanence.

The "moment of being"” which creates permanence may
be expressed two ways, depending on the artist. Makiko
Minow-Pinkney notes a difference between the means of Mrs.

Ramsay and Lily Briscoe:

whereas Mrs. Ramsay must bring outward units (quests)
into some inner, spiritual community, Lily must bring
inner units (ideas, feelings, forms) into a coherent
outer objectification (102).









at present he cannot even successfully "plod" on to achleve
his goal. This is a revelation of sorts, evoking feelings
of powerlessness, as the analogy between Mr. Ramsay and the
doomed expedition leader shows. The genius, who possesses
the abllity to "lump all the letters together in one flash,"
achleves a sense of unity, encountering no barriers because
his vislion 1s not dependant upon completing a process
characterized by separate stages. However, the scope of Mr.
Ramsay's vision is severely limited, and this 1s
figuratively and symbolically represented by the hedge--a
prominent, angular Image--into which he peers, only to
encounter "the intricacy of the twigs" (TL 56).

After his fallure, Mr. Ramsay's overwhelming impulse
is to seek out Mrs. Ramsay; it 1s here that the "male
exclusiveness" of Mr. Ramsay reveals 1tself as inadequate
and the fertility of domesticity 1is shown. Prior to this a
distinction between intellect and emotion is made by both
Bankes and Mr. Ramsay, and although emotion is trivialized
by them when compared to intellect, it 1is interesting to
note that both male characters recognize the dependency of
Mr. Ramsay upon emotional as well as 1intellectual
gratification. Bankes thinks, "It was astonishing that a
man of (Mr. Ramsay's] Intellect could stoop so 1low as he
did--but that was too harsh a phrase--could depend so much
as he did upon people's pralse" (TL 37-38). Mr. Ramsay

notes his own dependency upon emotional gratification which

22



he considers a weakness, being at one point "determined to
hold fast to something of this delicious emotion, this
Impure rhapsody of which he was ashamed, but in which he
revelled ..." (TL 41-42).

Therefore, 1t 18 not surprising that his initial
reaction after falling to recelve lntellectual gratification
is to attempt to satisfy his emotional needs. Mrs. Ramsay
supplies the support, through sympathy and encouragement,
that Mr. Ramsay expects, or rather "demands," of her. The
"sterility" of Mr. Ramsay 1is, temporarily at least, cured
when administered to by Mrs. Ramsay, who

seemed to ralse herself with an effort, and at once to
pour erect into the alr a raln of energy, a column of
spray, looking at the same time animated and alive as {f
all her energies were being fused 1into force, burning
and illuminating ..., and into this delicious fecundity,
this fountain and spray of life, the fatal sterility of
the male plunged itself, 1like a beak of brass, barren
and bare.... It was sympathy he wanted, to be assured of
his genius, first of all, and then to be taken within
the circle of life, warmed and soothed, to have his
senses restored to him, hls barrenness made fertile (TL
58-59).
During thils act of creation, James feels all his mothexr's
"strength flaring up to be drunk and quenched by the beak of
brass, the arid scimitar of the male, which smote
mercllessly, again and agaln, demanding sympathy" (TL 59).

By creating 1ife and bringing her husband "within

the clircle of life," Mrs. Ramsay gives Mr. Ramsay a sense of

stability amidst the chaotic assault of his fears. James'

image of a fruit tree symbolizes both her creativity and her

support; he

23









shape of his own essence (TL 38). Years later, Lily more
specifically assoclates the lmage of Mr. Ramsay's work with

Mr. Ramsay himself:

The kitchen table was something visionary, austere;
something bare, hard, not ornamental. There was no
colour to 1it; 1t was all edges and angles; it was
uncompromisingly plain. But Mr. Ramsay kept always his
eyes fixed upon 1it, never allowed himself to be
distracted or deluded, until his face became worn too
and ascetic and partook of this unornamented beauty
which so deeply impressed her (TL 232).
Just as Lilly sees the table as representing the essence of
Mr. Ramsay, so too does she attempt to f£ind an image to
represent the essence of Mrs. Ramsay. This search for the
symbol of Mrs. Ramsay's essence takes place within Lily's
efforts to palnt her abstract plcture.

Lily Briscoe, llke Mrs. Ramsay, attempts to create
of the moment something permanent. Mrs. Ramsay 1s an artist
whose materlals are emotlons, and the product of her
efforts--a community of feeling--is just as Intangible, even
though she works through "outer units," through people.
Lily not only works from a similar impalpable source--a
private, inner vislon--but her vislon is transmuted into a
visual representation and a tangible object, namely her
painting. Because so much of Lily's lnspiration comes from
an inner, personal source--her painting forming "the residue
of her thirty-three years, the deposit of each day's 1living
mixed with something more secret than she had ever spoken or

shown in the course of all those days"--it 1is only natural

that she 12 not 1immune to the 1nfluence of Mrs. Ramsay (TL
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81).

Lily sees the effect Mrs. Ramsay has on William
Bankes, and her response 1is 1like that of Mrs. Ramsay when
confronted with the demands of Mr. Ramsay. Lily thinks,

It was a love ... distilled and flltered; 1love that
nevexr attempted to clutch its object; but, like the love
whlch mathematliclians bear their symbols, or poets thelr
phrases, was meant to be spread over the world and
become part of the human gain (TL 73-74).
Her desire to become "inextricably the same, one with the
object one adored," to attaln a sense of "unity," is Lily's
strength as an artist and the cause of her "agony" and
exclitement (TL 79, 81).

The simultaneous, yet contradictory, states of agony
and excltement experlienced by Li1ly Briscoe are also
contained within the diaries, revealed as Woolf's own
personal responses In some of the entries, most particularly
those of the well and £fin episodes. As in the diaries,
where the result of the rising and falling movement seems
renewed creativity, Lily becomes inspired when she undergoes
a similar experlence. This ls stimulated by William Bankes:

suddenly, as 1f the movement of his hand had released
it, the 1load of her accumulated Iimpressions of him
tilted up, and down in a ponderous avalanche all she
felt about him. That was one sensation. Then up rose in
a fume the essence of his being. That was another. She
felt transfixed by the Iintensity of her perception ...
(TL. 39).

A recollection of Bankes' positive and negatlive

qualities precedes her vision of hils essence. This

revelation becomes a moment made permanent:
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Standing now, ... impressions poured in upon her ... and
to follow her thought was like following a voice which
speaks too qulickly to be taken down by one's pencil, and
the voice was her own voice saying without prompting
undeniable, everlasting, contradictory things, so that
even the flssures and humps on the bark of the pear tree
were 1lrrevocably fixed there for eternity (TL 40).

The tree becomes a symbol of the stabllity offered by the

moment which has been made permanent, defying the natural,

chaotic movement of time--time formed of moments
unremembered.

Just as Llly 1s able to see both Mr. Ramsay's and
Bankes' essence of being: she can also see that of Mrs.
Ramsay--a "triangular purple shape" (TL 81). This shape
closely resembles Mrs. Ramsay's own vislon of her true self
as a "wedge-shaped core of darkness" (TL 95).1 Since the
shape 1s no "attempt at likeness," Bankes' natural tendency
is to question its purpose. Lily's answer and subsequent
attempt to explain the picture as a whole during their
conversation reveal her efforts to achieve a sense of

balance and unity:

For what reason had she introduced them then? he asked.
why lndeed?--except that if there, in that corner, it
was bright, here, in this, she felt the need of darkness
... But the plicture was not of them, she said. 0Or, not
in hlis sense. There were other senses too 1in which one
might reverence them. By a shadow here and a light
there, for instance ... A mother and child might be
reduced to a shadow without lrreverence. A light here
required a shadow there ... (IL 81-82).

Shape 1s also of relevance to the unity of the plcture, for
"heneath the colour there was the shape":

The question being one of the relatlons of masses, of
lights and shadows ... how to connect this mass on the
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right hand with that on the 1left. She might do it by
bringing the line of the branch across so; or break the
vacancy 1In the foreground by an object.... But the
danger was that by doing that the unity of the whole
might be broken (TL 32, 81-83).

Lily has her visions, but they are not always easily
translated Iinto permanent, visual records like her
paintings:

Then beneath the colour there was the shape. She could
see it all so clearly, so commandingly, when she looked:
it was when she took her brush in hand that the whole
thing changed. It was Iin that moment's flight between
the picture and her canvas ... (TL 32).

Lily 1i1s not yet able to achlieve completely the sense of
unity requlred to finish her painting successfully. It is
no wonder that her subsequent actlon, consclously or
unconsciously, seems aimed at alleviating--partially, at
least--the frustration caused by belng unable to paint her
vision.

The walk to the "break 1in the thick hedge" takes
Lily and Bankes to an unobstructed view of the "blue waters
of the bay" (TL 33). This is not a route taken by chance
but is a regular plilgrimage for them:

They came ... regularly every evening drawn by some
need. It was as 1f the water floated off and set sailing
thoughts which had grown stagnant on dry land, and gave
their bodies even some sort of physical relief. First,
the pulse of colour flooded the bay with blue, and then
the heart expanded with it and the body swam, only the
next instant to be <checked and <chilled by the prickly
blackness on the ruffled waves. Then, up behind the
great black rock, almost every evening spurted irregu-
larly, so that one had to watch for 1t and it was a
delight when 1t came, a fountain of white water ... (IL

33-34).

This hedge, earlier seen only as a barriler to Mr. Ramsay,
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characterizing the mishap in terms indicative of the danger
water may present. She turns to Lily for assistance:
I am drowning, my dear, iIn seas of flre. Unless you
apply some balm to the anguish of this hour, ... 1life
will run wupon the rocks--indeed I hear the grating and
growling at this minute (TL 138).
Though she uses the 1Image of the sea, these are '"seas of
fire." Howard Harper states, "sex ‘burns' throughout the
geuvre," and since the source of thls difflculty 1s Charles
Tansley, the flre imagery could represent the threat posed
by unharmonlous relatlons between the sexes (226). There is
another possibllity, however, that seems to be more fitting,
considering Mrs. Ramsay's efforts. Life 1ltself holds both
threat and promise, and fire imagery represents that threat.
Support for this interpretation may be found In The Waves,
where 1t 1is assoclated with Rhoda, who 1s constantly "on
tiptoe on the verge of fire" and who eventually commits
sulcide (W 72; see also 94-95, 151).2
Lily's efforts to rescue Mrs. Ramsay are successful
and the latter goes on to recall another timeless moment--
providing encouragement to her present ongoing process of
creation. As may be seen 1n her use of the word "eddy," her
reference to drowning and running aground, and also her
following reference to a placid '"lake," Mrs. Ramsay
simultaneously envisions contrasting states of water.
However, these contrasting states all symbolize the same

thing--life--1i1fe composed of time moving gquickly and

moments made permanent.
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which bring revelations.

Nothing need be sald; nothing could be sald. There 1t
was, all round them. It partook, she felt, carefully

helping Mrx., Bankes to a specially tender piece, of
eternity; as she had already felt about something dif-
ferent once before that afternoon; there is a coherence
in things, a stability; something, she meant, is immune
from change, and shines out ... 1in the face of the
flowing, the fleeting, the spectral, 1llke a ruby; so
that again tonight she had the feelling she had once
today, already, of peace, of rest. Of such moments, she
thought, the thing 1is made that endures (TL 158, my
emphasis).

The moment, however, does not end with this insight.

Mrs. Ramsay feels that "Here ... was the stilll space
that 1lies about the heart of things, where one could move or
rest; could walt now ... 1listening" (TL 159). She does
"walt," and her passlivity 1s rewarded. The end of this
enchanted moment 1s, however, coming to a <close, but not
without providing one final plercing glimpse to Mrs. Ramsay:

Now she need not 1llisten. It could not last, she knew,
but at the moment her eyes were so clear that they
seemed to go round the table unvelling each of those
people, and their thoughts and theilr feelings, without
effort 1llke a 1light stealing under water so that it
ripples and the reeds in it and the minnows balancing
themselves, and the sudden slilent trout are all 1lit up
hanging, trembling. So she saw them; she heard them; but
whatever they said had also this quality as if what they
said was like the movement of a trout when, at the same
time, one can see the ripple and the gravel, something
to the right, something to the 1left; and the whole is
held together; for whereas 1in active life she would be
netting and separating one thing from another; ... now
she sald nothing. For the moment she hung suspended (TL

160-61).

Movement ceases as balance and unity are achleved, as "the
whole 1is held together." Revelation accompanies Mrs.

Ramsay's sense of community, for she "unvells" each person
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opposite things at the same time", '"especially [(whilel
staying with the Ramsays," evidences the contradictory
states which when Juxtaposed often result in the creation of
moments of being (TL 154). While Lily watches Mrs. Ramsay
and Mr. Bankes, she 1ls prompted to think of her work:
She remembered, all of a sudden as 1f she had found a ._
treasure, that she had her work. In a flash she saw her
picture, and thought, Yes, I shall put the tree further

in the middle; then I shall avold that awkward space (TL
128).

Once agaln, tree 1lmagery 1is at the center of a revelation;
here it preserves the unity of the plcture as well as
signifies the stabllity offered by these moments of being.

In the "Time Passes" section of To the Lighthouse,
the struggle against the chaotic rush of time seems
exhausted. The effort which saw moments of being created
and preserved in "The wWindow" ceases. Stabllity glves way
to instabllity as the direction of the novel reverses. 1In
this way, the structure of the novel may be seen to evince
movement between two contradictory states, often character-
1zed by the senses of rising and falling. Thus, the rising
and falling movement contalned within the flrst section
envelops the novel as a whole.5

The assault against the positive "circle of life"
nurtured by Mrs. Ramsay 1is envisioned through water imagery.
Here, Mrs. Ramsay's worst fears are reallized; life 1is swept
away and the forces of death and disorder become dominant.

The assault begins with "a downpouring of immense darkness.



««. Nothing, it seemed, could survive the £flocod, the

profusion of darkness ..." (TL 189). "The nights now are

full of wind and destruction;" nothing brings "the night to

order" (TL 193). Gradually, all semblance of the order Mrs.

Ramsay sought to create in house and garden dlsappears:
Night after night, summer and winter, the torment of
storms, the arrow-like stlllness of flne weather, held
thelr court without interference. Listening (had there
been any one (glc]l to llsten) from the upper rooms of
the empty house only glgantic chaos streaked with
lightning could have been heard tumbling and tossing, as
the winds and waves disported themselves 1like the
amorphous bulks of levliathans whose brows are plerced by
no l1ight of reason, and mounted one on top of another,
and lunged and plunged in the darkness or the daylight
(for nilght and day, month and year ran shapelessly
together) 1n idlot games, until 1t seemed as 1if the
universe were battling and tumbling, in brute confusion
and wanton lust almlessly by 1itself (TL 202-203).

In this section, the house is shown to be falling to
ruln, for no human efforts are made to bring order and
stability to the natural world which surrounds the house and
in time 1invades it. Thus, the trees, 1lnhabitants of the
natural, unordered world, cannot symbollze the stability
afforded them 1In "The Window." It Is the lighthouse, an
image of prominence created by man and thus removed from
nature, which malntains the promise of order and stablility
amidst the destruction which characterizes most of the
second sectlon.

Other promises of renewed order and stabllity exist
pesides the lighthouse; Mr. Carmichael, the poet (another
artist), produces a "volume of poems that spring"--spring

being of course a season of renewal and creativity--and Mrs.
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McNab periodically visits the house to clean it until it
becomes "too much for one woman, too much, too much" (TL
206). These efforts appear too feeble to challenge the
dominant motion of falling or sinking, especlally when what
showed most promise 1In the flrst section is ironically
destroyed, death claiming Mrs. Ramsay, Prue and Andrew.
However, the cumulative effect of the efforts does exert a
positive influence which counteracts the destruction:
The long night seemed to have set In; the trifling alrs,
nibbling, the clammy breaths, fumbling, seemed to have
triumphed.... What power could now prevent the fertil-
ity, the 1insensibility of nature? ... For now had come
that moment, that hesitatlion when dawn trembles and
night pauses, when 1f a feather alight in the scale it
will be weighted down. One feather, and the house,
sinking, falling, would have turned and pitched down-
wards to the depths of darkness.... 1If the £feather had
fallen, 1f it had tipped the scale downwards, the whole
house would have plunged to the depths to 1lie upon the
sands of oblivion. But there was a force working ... (TL
206-209).
Mrs. McNab and Mr. Carmichael are Joined by Mrs.
Bast and George, and they fortlfy the creatlive force which
strives to stay "the corruption and the rot" in "Time
Passes" (TL 209). The house and garden are "rescued from
the pool of Time that was fast closing over" them, so that
"gome rusty laborlous birth seemed to be taking place" (TL
209-210). Mrs. McNab's scene "in a ring of light" and the
"ball of memorlies" which accompanles this scene are
characterized by thelr circular 1imagery--imagery like that
in the first section (and the autoblographical writing)

where it signified a sense of unity, permanence, and thus



stability (TL 210-211). Thus the falling motion is
reversed, and the dominant motion becomes ascension.

This change in motion is reinforced by Lily Briscoe,
who upon returning to the house "late one evening in
September," "her mind still rising and falling with the sea,
... had 1lost herself and gone under.... She had slept at
once" (TL 213, 222-223). Just before waking, "She clutched
at her blankets as a faller clutches the turf on the edge of
a cliff. Her eyes opened wlide. Here she was agaln, she
thought, sitting bolt upfight in bed. Awake" (fL 214).
Lily's own experience mirrors the motlon of "Time Passes,"
for "in the circular paradigm of To the Lighthouse all
falling 1s a prelude to rising" (DiBattlista 99). when the
dominant movement 13 once again ascension, the opportunity
to establlish some sense of stability in Part 1III, "The
Lighthouse," again presents itself, as it 4did in Part I.

Although Mrs. Ramsay 1is not physically present in
Part III, "she is a vivid memory, a presence by virtue of an
absence," as seen 1n Lilly's silent lamentations:

Oh, Mrs. Ramsay! she called out sllently, to that
essence which sat by the boat, that abstract one made of

her, that woman in grey, as if to abuse her for having
gone, and then having gone, come back again (DiBattista

102; TL 266).6
Just as Mrs. Ramsay belongs to the past and through memory
merges lnto the present, the events of this day arise from
past events, particularly those occurring the day of the

dinner party ten years earllier. Through excursions into the
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eventually resumed, but now it 1is "some rhythm which was
dictated to hexr"™ (TL 237). The play between "outer things"
and things from the "depths" of her mind temporarily solves
the problem of the "space." Her renewed creativity 1is
likened to a "fountain," a symbol identifying her with Mrs.
Ramsay. Lily's efforts to create unity within her plicture
are dependant upon this movement between her memory of the
past and present situation.

One memory 1s of "the scene on the beach" where Mrs.
Ramsay "resolved everything into simplicity; ... she brought
together this and that and then this," making "this moment
of frlendshilp and 1liking--which survived, after all these
years complete, ... affecting one almost like a work of art"
(TL, 238-240). Clrcular Imagery 1s combined with "scene
making" in this recollection: "why after all these years had
that survived, ringed round, 1lit up, visible to the last
detail; with all before it blank and all after it blank, for
miles and miles?" (TL 254)

The effect of this particular memory 1s like Mrs.
Ramsay's memory of the Mannings during her dinner party, and
it serves a similar function by providing further
encouragement to the artist's efforts to achleve a moment of
being. The result is a minor revelation for Lily, much like

those occurring in Part I:

The great revelatlion had never come. The great revela-
tion perhaps never dild come. Instead there were little
daily miracles, 1illuminations, matches struck unex-
pectedly 1in the dark; here was one.... Mrs. Ramsay
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making of the moment something permanent (as in another
sphere Lily herself tried to make of the moment some-
thing permanent)--this was the nature of a revelation.
In the midst of the chaos there was a shape; this
eternal passing and flowing (she looked at the clouds
going and the leaves shaking) was struck into stability.
Life stand still here, Mrs. Ramsay sald. "Mrs. Ramsay!
Mrs. Ramsay!" she repeated. She owed it all to her (TL
240-241).

The movement between opposing states does not end with this
insight for although "it was amazingly pure and exciting,"
Lily experiences and is "driven by the discomfort of the
sympathy which she held discharged" (TL 241).

This discomfort 1is directly related to Mr. Ramsay,
and accordingly Lily's attention is diverted to the sight of
the boat Mr. Ramsay presently occuples and then turns to
matters of the past before resuming painting. The movement
between present and past, surface and depth, is reflected in
her subsequent thoughts about the necessity of uniting
opposite characteristics within her picture:

Beautiful and bright it should be on the surface, feath-
ery and evanescent, one colour melting into another 1like
the colors on a butterfly's wing; but beneath the fabric
must be clamped together with bolts of iron. It was to

be a thing you could ruffle with your breath; and a
thing you could not dislodge with a team of horses (IL

255).
with her memory again resurrecting Mrs. Ramsay, Lily
again experiences a sense of the fertllity so often
assoclated with Mrs. Ramsay. She continues to "dip" into
the past, and "collected her impressions of the Rayleys ...
in a series of scenes" (TL 257). The conjunction between

her painting and memories 1is close, for Lily "went on
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surroundings becoming "like curves and arabesques
flourishing round a centre of complete emptiness"™ (TL 266).

Thlis "centre of complete emptiness," like the empty
space in Lily's painting, is painful because of the absence
of any meaningful revelation. Lily has no definite answer
to her question and turns to another artist for some
support. Like the appearance of her o0ld enemy, reality,
which "emerged stark at the back of appearances," Lily views
the effect of Mr. Carmichael's anticipated response ln

similar terms:

..+ the whole world seemed to have dissolved 1n this
early morning hour into a pool of thought, a deep basin
of reality, and one could almost fancy that had Mr.
Carmichael spoken, for Instance, a llittle tear would
have rent the surface pool. And then? Something would
emerge. A hand would be shoved up, a blade would be

flashed (TL 266-267).

But as before, the space remains empty, and there 1s no
revelation answering her question, no moment of vision
accompanied by a blade. Lily can only surmise what Mr.
Carmichael would say: "how ‘you' and ‘I' and ‘she' pass and
vanish; nothing stays; all changes; but not words, not
palnt" (TL 267). only when answered can Llily paint, for
"the space would £111; those empty £flourishes would form
into shape"--shape where the 1dea and its articulation are
indivisible. But there is no answer.

The paln Lily feels as a result of her "want" for
Mrs. Ramsay increases and then lessens; this "anguilsh left,

as antidote, a rellef that was balm in itself, and also ...









and so setting up an echo which chimed 1in the alr and made
it full of vibrations" (TL 237, 295).

The passivity and sense of duality gradually extend
themselves to the painting; Lily stands "back as if to look
at her plcture, which she was not touching, however, with
all her faculties in a trance, frozen over superficially but
moving underneath wlth extreme speed" (TL 298). Thlis state
heralds the beginning of her moment of vision and does not
cease. Someone sitting inside

had settled by some stroke of 1uck so as to throw an
odd-shaped trlangular shadow over the step. It altered
the composition of the plcture a little. It was in-
teresting. It might be useful. Her mood was coming back
to her. One must keep on 1looking without for a second
relaxing the intensity of emotion, the determination not
to be put off, not to be bamboozled. One must hold the
scene--so--in a vise and let nothing come in and spolil
it. one wanted, she thought, dipping her brush delliber-
ately, to be on a level with ordinary experience, to
feel simply that's a chalr, that's a table, and yet at
the same time, It's a miracle, 1t's an ecstasy. The
problem might be solved after all (IL 299-300).

The appearance of Mrs., Ramsay represents Lily's
reconciliation of past and present, and new insight prompts
her to an action she formerly reslsted: "Where was that boat
now? And Mr. Ramsay? She wanted him" (TL 300). Her feellng
that "she had something she must share" |indicates
understanding and acceptance of both Mr. and Mrs. Ramsay, of
them as 1individuals as well as thelr relationship as a
couple. The process and occurrence of this change is an
important prerequisite to the completion of her vision and

is shared by the members of the "little company" voyaging to
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mother, whereas his adult world is dominated by his father.
Somehow James must balance the two, and his view of the
lighthouse 1indicates the beglnning and foreshadows the
eventual success of his efforts to do so:

The Lighthouse was then a silvery, misty-looking
tower with a yellow eye, that opened suddenly, and
softly in the evening. Now--

James looked at the Lighthouse. He could see the
white-washed rocks; the tower, stark and straight.... So
that was the Lighthouse, was it?

No, the other was also the Lighthouse. For nothing
was simply one thing. The other Lighthouse was true too

(TL 276-2717).
The movement between past and present Iimpressions also
affects James physically; under the expectation of his
father's interruption, "The straln was acute," and when the
situation 1s alleviated, "The relief was extraordinary" (TIL
277, 279%).

Cam also seeks to balance past and present, galining
some new understanding of her father 1in the process. The
"fountain of joy at the change, at the escape, at the
adventure (that she should be alive, that she should be
there)" signifies her newfound knowledge and the balance she
achleves between past and present feellngs for her father.
As in the diaries, Woolf uses water Imagery to represent
consclousness and subconsclousness and the revelatlions

occurring from thelr interplay:

And the drops falling from this sudden and unthinking
fountain of Jjoy fell here and there on the dark, the
slumbrous shapes in her mind; shapes of a world not
realised but turning in their darkness, catching here
and there, a spark of light.... And watching her father
as he wrote in his study, she thought (now sitting in
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are achieved amidst the '"cotton wool of daily 1life,"
establishing permanence in the face of the evanescent and

subduing "the reign of chaos" (TL 74).9
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preceding novel, perhaps because Woolf has begun to question
the abllity of her efforts to achieve any significant degree

of permanence and stability amidst the evanescent.












some form of water imagery, be it a drop, shower, wave or
stream. The opposing images of surface and depth are also
employed, either separately, as before, or united 1in the
ilmage of the wave, with its crest and trough.4 Depending on
the state of mind, this imagery may or may not be threaten-
ing; 1t all revolves around the character's response to
his/her perception of time. There 1s, however, 1in the
"interludes" much water 1imagery which is somewhat removed
from the characters, and It appears most simlilar to the
water Imagery In the ten-year interlude "Time Passes"--
indifferent to the human world and its efforts.5

Nancy Topplng Bazln comments on the function of the
wave image within the interludes, and 1its relationship to

the characters:

The wave lmage ... exists ... as an 1inescapable moving
force which marks time as relentlessly in The Waves as

Big Ben does in Mrs, Dalloway. The interludes which
precede each of the nine soliloquy-sections of The Waves
abruptly bring us out of the world of unspoken thoughts
up to the physical, external world visible subject to
the changes wrought by time. The Interludes depict "the
majestic march of day across the sky" (p. 193). Nothing
the characters think or imagine can stop this march of
time over thelr 1llves. They can flght it, but they

cannot win (154).
Thus, while the characters seek to find meaning by creating
unity and permanence amldst what Bernard terms ‘"our
emphemeral passage," time, 1n the 1imagery of the waves,
offers the opportunity for both creatlon and destruction.
This duality and the need for continual struggle noted by

Bazin comblne to produce a partlcular effect Howard Harper
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sees in the
nine chapter endings ([which] reveal many similarities
and, above all, a remarkable uniformity of tone:
desperation. Most emphasize the imagery of the waves,
with their contextual suggestions of helplessness,
drowning, endless repetition, uproar, breaking,
fragmentation, dissolution, death (241).

The tone of desperation 1s akin to that felt by Mrs. Ramsay

as she listens to the sound of the waves, but for her the

duallty of that image was relevant; the sound of the waves

may also provide a sense of comfort and security. .

The relationshilp of the wave imagery and the six
characters' lives throughout time contributes to the novel's
ambigquity: "Are the waves meant to suggest the human lives,
or are they the detached, lmpersonal forces of fatality?"
(Lee 168) Will there be some form of permanence resulting
from human effort, or will all efforf fall and be
obliterated by time? Bernard appears to doubt the success
of any effort when he asks, "‘how can we do battle agalnst
this flood; what has permanence? Our lives too stream away
... past the strip of time, unldentified'" (® 153). Art is
the orlgin of permanence and stabllity in To_ the Lighthouse
and Qorlando, and it appears to offer a simllar avenue for
human endeavors in The Waves. In fact, the wave image
itself is tled to art by Neville, but even so still retains
its ambiguity:

‘Now begins to rise in me the familiar rhythm; words
that have 1lain dormant now lift, now toss their crests,
and fall and rise, and fall and rise again. I am a poet,

yes. Surely I am a great poet. Boats and youth passing
and distant trees, "the falling fountains of the pendant






than in that novel and Qrlando. As Hermione Lee points out,
"The important points of climax ... are movingly and
strenuously lyrical, but they do not stand out vividly from
the rest of the novel" (169).

Thus, in The Waves, there 1s less stabllity and more
limitatlon caused by barrlers to human endeavors. These
endeavors are aimed at creating permanence and stabllity in
an effort to defeat flux, flux belng largely represented and
enmphasized by wave imagery. The ambigquity shown here 1is
carried through . to the clircular imagery which characterizes
the next stage of the pattern of imagery revealed in Woolf's
writing. ’

Circular imagery functions in The Waves much as it
does in the preceding novels, indicating unity and knowledge
gained through revelations during moments of being. It also
further develops in this novel the duality exhiblted in
orlando; the 1image may evoke a positive, satisfactory sense
of wholeness, or oneness, or a negatlve, unsatisfactory
sense of imprisonment. The duality of the pattern of
imagery originates 1In the emotlons engendered by the
difference between these moments:

throughout the novel Bernard especlally and to some
extent the others .o alternate between moments
characterized by 1integration, order, and inner satis-
faction ... and moments characterized by disintegration,
chaos and dissatisfaction (Bazin 147).

The ambiquity of this 1image 1is found in the unity it

represents, for disintegration and chaos are also part of

79






81
completeness and wholeness" (Harper 209). Words, Bernard's
primary tools, become "smoke rings" which he uses to unify
people with himself:

*‘But 1f I £find myself in company with other people,
words at once make smoke rings - see how phrases at once
begin to wreathe off my lips.... I do not believe in
separation. We are not single.... A smoke ring lssues
from my 1lips ... and circles him, bringing him into
contact! (W 45-46).
People and words are essential to Bernard's own sense of
belng, as he says: "'I cannot bear the pressure of solltude.
When I cannot see wprds curling like rings of smoke round me
I am in darkness - I am nothing'" (W 89). The signiflcance
of the image of the smoke ring is not limited to its shape.
The evanescence of the 1Image 1s also slgniflcant; 1|t
contributes to the ambigulty of the novel's imagery.

The ring also symbollizes the "completeness and
wholeness" Bernard experiences with Jinny, who "‘can imagine
nothing beyond the circle casf by (her] body'" (¥ 86).
Jinny brings Bernard into that circle, and he characterlizes
the celebration and creatlion of their wunion 1n terms of
circular imagery: "‘There was no past, no future; merely the
moment In 1its ring of 1light, and our bodles; and the
inevitable climax, the ecstasy'" (¥ 171).6

The other aspect of Bernard's ring 1s identified by
N. C. Thakur, who notes that it also "symbolizes a mystic
vision of reallity, of the ‘eternal renewal'" that Bernard

speaks of near the end and 1likens to the cyclic motion of

the waves (109). Bernard assoclates personal development
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with this ‘"eternal renewal" while still using circular
imagery when he later notes: "‘The mind grows rings; the
ldentity becomes robust; pain 1is absorbed 1in growth'" (¥
174). One cannot escape this natural cycle of "eternal
renewal," and in thls sense 1t becomes imprisoning. Darker
connotations attach themselves to thls process when Bernard
speaks of the "doom-encircled population" (¥ 77).

The association of clrcular 1imagery with natural
cycles is strengthened by Susan, who shares the ring image
with Bernard when she sees "‘A caterpillar ... curled in a
green ring'" (¥ 6). "susan's rlng, obviously, 1s that of
nature" (Harper 215). Even the 1image of the caterplllar
itself emphasizes life's cyclic renewal, since it represents
an early stage of life. Susan is also the one who Jjourneys
to Elvedon with Bernard; It is here that both see the lady
writing, encircled by a walled garden, and recognize that
they "‘are in a hostile country'" (¥ 12). Again, the sense
of imprisonment associates itself with clrcular imagery.

The 1image of the globe 1is another example of
circular imagery and is closely related to the ring. At the
same time as Bernard sees the ring, Neville sees "‘a globe
... hanging down in a drop,'" and, like Bernard, he will
return to this image throughout the novel (¥ 6). Like the
ring image which 1s most closely associated with Bernard but
which others share, Bernard also employs Neville's image of

the globe: "‘Let us agaln pretend that life is a solid



substance, shaped like a globe, which we turn about in our
fingers'" (W 170; also see 173).

Unlike the ambiguity of the 1ring, the globe lis
positive as 1t is "an image for perfected 1life which one
tries to shape ‘round, whole, and entire from the confusion
of chaos'" 1in this novel as well as earlier ones (Thakur
110).7 Harper also acknowledges the function and continulty
of the globe image as well as lts relatlonship to the image
of the ring:

Neville's first perception reveals--at 1least in retro-
spective--his penchant for order and for completion.
Here as elsewhere in Virginia Woolf's writing, the image

of the globe is used as a symbol for human experlience;
it is 1ike the ring, but three-dimensional, complete in

itself (222).

An instance of "perfected life" symbollzed by the image of a
globe 13 evident at the conclusion of Perclval's farewell
dinner. All characterize the moment they "have made" as the
shape of a globe containing various elements of life and a
unified meaning for all six (¥ 98).8

Louls shares Bernard's image of the 1ring even more
closely than susan. His attempts "‘to £1x the moment ln one
effort of supreme endeavor'" with the "sudden perception” of
his "complete Integration" relies on words; he attempts "‘to
fix in words, to forge in a ring of steel,'" the sense of
"order" established by the boys as they sit "‘on this ring
of grass'" (¥ 27). Like Bernard's "smoke rings," Louls'

"ring of steel" symbolizes unity created out of separate

parts. Throughout The Waves, "Louls speaks several times of
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forging a ring of steel--out of ‘poetry'" (Harper 241).
Considering the function of poetry 1in 0Qrlando, this 1is a
positive image, for it represents stability and permanence.
Life's <cyclical quality 1s apparent to Louls, for

upon leaving for school he likens this "‘flrst day of a new
life'" to ™"‘another spoke of the rising wheel'" (W 44).
London eventually becomes the scene of hls life and commerce
its center, and both are represented by similar, but more
amblgquous, clrcular imagery.9 Louls states,

‘The roar of London ... 1s round us. Motor-cars, vans,

omnibuses pass and repass continuously. All are merged

in one turning wheel of single sound. All separate

sounds ... are churned 1into one sound, steel blue,

circular' (¥ 91).
Concerning his role in the world of commerce, he says: "‘My
shoulder 13 to the wheel; I roll the dark before me,
spreading commerce where there was chaos in the far parts of
the world ... from chaos making order'" (W 113). This
stress on establishing order appears to take on unfavorable
connotations with his repeated comment "'I will reduce you
to order'"™ as well as the apparent analogy between his
labour and that of Sisyphus and hls connection with
colonialism (¥ 64).

During Percival's farewell suppexr, Louls' "steel

blue, circular" sound of London glves way to a vislon of "‘a
chain whirling round, round, In a steel-blue circle

beneath'" (W 92). This other "ring of steel" temporarily

imposes order upon chaos, a posltive function:



‘Everything is now set; everything is fixed.... A clrcle
has been cast on the waters; a chain 1ls imposed. We

shall never flow freely again.' ... ‘For one moment only
... Before the <chain breaks, before disorder returns,
see us fixed, see us displayed, see us held in a vice'

(W 96).

A more negatlve assoclatlion may be made between thls image
of a clrcular chain and Louis' 1initial perception and
statement: "‘*A great beast's foot 1s chalned'" (¥ 6). Once
more, clircular imagery may be 1linked to imprisonment and
loss of liberty.

Harper states that Louis' beast 1s death itself
(228). Further support for this now very negatlve assocla-
tion may be found 1in the transposition of the "chailn
whirling round" into "‘the dance of the savages ... round
the campfire.... They dance in a clrcle'" (¥ 94). Madellne
Moore notes that Louls foresees death 1in this vislon of a
"primitive funeral ritual" (233). Images of death appear in
the midst of a celebration of 1lilfe, again emphasizing
Bernard's perception of the cycle of "eternal renewal."

Percival's farewell dinner 1s remarkably similar to
Mrs. Ramsay's dinner party in To the Lighthouse. Indeed,
these two central figures share similar functions; both are
"uniflers," succeed through thelr presence in establishing
"unity and harmony,"” and make "of the moment a work of art
which will always be remembered" (Bazin 150-151). This
unity is represented by clrcular imagery: "‘'Now once more,'
said Louls, ‘as we are about to part ... the «clrcle in our

blood, broken so often, so sharply, for we are so different,
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Closes in a ring'" (¥ 97). "Individually, the six protag-
onists are fragmentations, but when drawn together they form
the perfect ring, the symbol of wholeness for which each
aspires" (Kapur 85).

The participants 1n this latter dinner party "are
walled in here" and do Just as those earlier members did--
pursue "their common cause against that fluidity out there"
(W 91; TL 147). When they achleve that "common cause," "The
symbolic moment 1is thus experlenced as the triumph of
civilisation over natural flux" (Minow-Pinkney 176).
Bernard triumphantly declares:

‘We have proved, sitting eating, sitting talking, that
we can add to the treasury of moments. We are not slaves
bound to suffer Incessantly unrecorded petty blows on
our bent backs.... We are creators. We too have made
something that will join the innumerable congregations
of past time. We too ... stride not into chaos, but into
a world that our own force can subjugate and make part
of the illumined and everlasting road' (¥ 98).10
But in the midst of all this, Loulis and Rhoda "‘are aware of
downfalling'" and "‘forebode decay'" (W 85). The next
dinner party reveals the extent of thls "downfalllng" and
"decay."

Though Percival 1s absent £from the Hampton Court
reunion dinner party, like Mrs. Ramsay even in death he
holds a degree of influence over others. This influence is
enough to inspire unity among the six who gather to honour
his memory, and the "six figures 1in The Waves do reach

another ‘moment' of shared knowledge, but darkly now, with a

more negative welght" (Warner 70). That unity is more

86



87
fragile than before, for the "sense of ungovernable flux 1is
more acute, the ‘illimitable chaos' more menacing than
previously (160)" (Minow-Pinkney 176).

Bernard's triumph at the ease with which they
earller created unity 1s gone: "‘Once we could break the
current as we chose. How many telephone calls, how many post
cards, are now needed to cut this hole through which we come
together, united, at Hampton Court?'" (¥ 146). He must
acknowledge thelr 1limitatlons, and "the sense of those
*limitations' is now overwhelming" during this "parody of
that [earller] occasion" (Warner 70). Thelr efforts are now
reminliscent of Louls' as he attempts "‘to roll the dark
before (him],'" and carry the same connotations:

Thus, when the six do Joln together at the end of the
meal, it 1s not in a metaphysical ‘ring', creating a

bright globe of 1ife, but it is hand in hand walking six

abreast into the darkness, a phalanx attacking time ...
(Warner 70).

In Rhoda's eyes, the globe becomes a "bubble" (W 151). Her
inability "‘to spread in wider and wider circles of under-

standing,'" 1llke ripples from a stone, reflects the

fragility of that bubble.11l

while discussing the style of the novel, James

Hafley 1identifles the apparent paradox £from which the

ambiguity of The Waves arlises:

This uniformity of style in the solliloqulies has several
functions, one of the most important of which is that it
emphasizes and extends the book's statement that the
very unity found beneath diversity is the essence of the
diversity 1itself--that 1life's £flux Is preclisely its

unity (108).









90
presence of those enemies who change, but are always there;
the forces we fight against'" (¥ 162). He assoclates his
vision, and recurring memory of Elvedon, with these
"enemies" and "forces," and the circular imagery assumes
negative connotations, becoming imprisoning: "‘It 1s as if
one had woken in stonehenge surrounded by a circle of great
stones, these enemies, these presences'" (W 163).

Throughout The Waves, Bernard reveals his dependency
upon an audience to fuel his creativity: "*The truth is that
I need the stimulus of other people'" (¥ 54). This, per-
haps, 1s the reason for the lack of newly created moments of
unity 1n the 1last section, for here there is only the
stimulus of his memory. In a sense, this absence of
"stimulus" proves to be a 1limitation of, or barrier to,
creativity. The Imagery of the next stage of the pattern--
images of "prominences & angles"--emphasizes this.

Like clrcular Iimagery, 1images of "prominences &
angles" exhibit the duality of the pattern of 1imagery found
in Woolf's autoblographical writing. In thelir positive
aspect, these images represent the stability a sense of
permanence provides, arising from the revelation of a moment
of being. They may also represent a negative sense of
limitation which arises from a moment of being. These
images work both ways in The Waves, as they sometimes do in
To the Lighthouse and 0Qrlando, and are therefore ambiguous

at times. There 1s in this novel, however, an emphasis on
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the purposes of this discussion, the emphasis on the fin
will be on its function as an angular image.
Marla DiBattlista acknowledges the £fin's positive

qualities in a comparison with a major image of prominence

in To the Lighthouse: "The netted £in, like the lighthouse,
is a symbol of a stabllizing power in the fluldity of an
Immeasurable sea" (155). The first appearance of this image
occurs, aptly enough, during Bernard's visit to "the eternal
clty" while he ponders the effects of time on his life. The
fin signifles the rare possibility of a revelation, of

galning a fuller sense of understanding and sharing it with

others when It 1s reallized:

‘These moments of escape are not to be despised. They
come too seldom. Tahitl becomes possible. Leaning over
this parapet I see far out a waste of waters. A fin
turns. This bare visual impression is unattached to any
line of reason, it springs up as one might see the fin
of a porpolse on the horizon. Visual impressions often
communicate thus briefly statements that we shall in
time to come uncover and coax Into words' (W 127-128).

It 1s these moments of revelation or vision which give
meaning to life, but they are not regular and dependable
occurrences.
All during Bernard's public schooling, "‘nothing
broke with 1ts £in that leaden waste of waters'" (¥ 166).
Later on 1In his education, when his awareness and knowledge
increase, Bernard can enjoy with Neville
‘one of those silences which are now and agaln broken by
a few words, as if a fin rose in the wastes of silence;
and then the £fin, the thought, sinks back into the

depths, spreading round 1t a little ripple of satlis-
faction, content' (W 184).
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‘I see a shape, white, but not of stone, moving, perhaps
alive.... When the white arm rests upon the knee it is a
triangle; now it is upright - a column; now a fountain,
falling. It makes no sign, it does not beckon, it does
not see us. Behind it roars the sea. It is beyond our
reach. Yet there I venture. There I go to replenish my
emptiness, to stretch my nights and £111 them fuller and
fuller with dreams. and for a second even now, even
here, I reach my object ...' (¥ 93-94).

This vislon 1s a positive one, £for it replenishes Rhoda's
efforts |in her contlnuing struggle with daily 1life--
represented here by the sea--by bolstering her main defense,
her dreams.19
Another one of these rare instances of vision occurs
after Percival's death and 1s again described In terms of
angular imagery. It is not so clearly positive as the first
vision, for it arises from death. Rhoda recognizes this
ambiguity:
‘but what 1is the thing that lles beneath the semblance
of the thing? Now that lightning has gashed the tree and
the flowering branch has fallen and Percival, by his
death, has made me this gift, let me see the thing.
There is a square; there 1s an oblong. The players take
the square and place it upon the oblong. They place 1t
very accurately; they make a perfect dwelling-place. The
structure is now visible; what 1s 1inchoate 1s here
stated; we are not so various or so mean; we have made
oblongs and stood them upon squares. This 1Is our
triumph; this 1s our consolation' (W 110).
Although there 1is “"triumph," 1t appears to be a rather
hollow victory seeing as it is simultaneously a
"consolation.™ Perhaps this "gift" of vision which arises
from death is what later prompts her to seek her own death

and to £find sanctuary in that "‘perfect dwelling-place'" (¥

110).20
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The Imagery of flux, clrcular imagery and the images
of "prominences & angles" 1in The Waves function to reveal
the limits of, and barriers to, human effort in its endeavor
to create permanence in the face of impermanence. Bernard
verballzes this concept in hils summation when he notes that
the creation of order and stability is never secure, always
an 1llusion.21 However, Bernard in The Waves and Woolf 1in
her diary emphasize the continual effort that must be made
by man to oppose time's tendency to obliterate:
‘It i1s the effort and the struggle, it 1is the perpetual
warfare, it 1is the shattering and plecing together-
this 1s the dalily battle, defeat or victory, the
absorbing pursuit,' (W 182)
and
the theme effort, effort dominates: not the waves: &
personality: & deflance: but I am not sure of the effect

artistically; because the proportions may need the
intervention of the waves finally so as to make a

conclusion (piary III 339).

Woolf's comment is interesting, but it must be noted
that, though there is great stress on effort throughout IThe
Waves, the waves do prevall and the novel closes with that
image of "eternal renewal" and "incessant rise and fall" (¥
200). This appears to emphasize the futllity of any effort
and to reduce meaning to the struggle alone, or to the cycle
that 1Inltlates the struggle for permanence, to flux
itself.22 This is not the way of the previous two novels,
especlially Qrlando, where change is celebrated and
recognized as constant. The primary difference may be found

by examining the position of art in the three novels to see
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movement" most 1likely evolves from the split between her
deeper, more intellectual concerns and her domestic duties
and the movement between these mental and physical states

during dinner.

4 Mrs. Ramsay goes through a simlilar process when
she shrinks to "a wedge-shaped core of darkness" (TL 95-96).

5 Vijay Kapur discusses the structure of To the

Lighthouse in terms of stages representing thesis,
antithesis, and synthesis. "Time Passes" obviously
represents the second stage. This structure also represents
the moment of being (synthesis) which arises from flux

(thesis/antithesis).

6 Daiches (pp.93,95), Morris (p.62), and Meisel
(p.199) comment simllarly on Mrs. Ramsay's status in the
third section.

7 Agaln, Lily experlences contrary feellings much
like Woolf's In the well and fin dlary entries,

8 Lily's affiliation with Mrs. Ramsay, which is
strengthened by her response to Mr. Ramsay, may be seen by
her reaction to the morose arrival of Cam and James.

9 Josephine O'Brlen Schaefer also notes the positlive
conclusion: "The novel celebrates the power of human beings
to impose order and beauty on the chaos of life" (136).

chapter Three

1 See 2Zwerdling and Bazin. Though Bazin discusses
androgyny, she omits a discussion of Qrlando. while she
discusses Bronte and Defoe favorably, she appears to ignore
woolf's comment in her diary that 9rlando was to be a "Defoe

narrative for fun" (Diary III 131).
2 See this in Dalches (pp.98-99).

3 See Jean 0. Love.

4 Also see Hafley (p.100), Kapur (p.75), Harper/
Guiget (pp.5,163), and Dalches (p.99).

5 Richter (pp. 216-217) states that the rising and
falling pattern 1s a movement reflecting the characters'

feelings.

6 Also see Kapur (p.75).
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) 7 Compare p.6l1 of Qrlando with the "Time Passes"
section of To the Lighthouse to see a similar treatment of

time.
8 See Bazin for a discussion of androgyny 1in Tq the

Lighthouse.

9 Clothes also enable the Archduchess Harriet/Arch-
duke Harry to alter the appearance of his gender super-
ficially, but as he confesses to Orlando, "he was a man and

always had been one" (Q 112).

10 cCompare this to Lily's thoughts in To the
Lighthouse: "nothing stays; all changes; but not words, not
paint" (267).

11 See Lee (p.156) for a discussion on this tension
between the artist's desire for public acclaim and the

desire for solitude. In Qrlando, the role of the artist
does not change but the means chosen to fulfill that role

does; while the preceding novel primarily concentrates on
painting with literature occupying a secondary place,
Qrlando emphasizes literature, specifically poetry. That
Shakespeare is present throughout the novel, 1in sight and

mind, is not a surprise.

12 See Lee (p.l148) for a dlscussion of thls 1mage.

Chapter Four

1 see Ruth Temple (p.97).

2 See Louls' and Neville's comments on pages 114 and
119, respectively.

3 Lyndall Gordon notes that gloom presages The Waves
and that this 1is very different from Woolf's sense of

private fulfillment before To the Lighthouse (205).

4 See Bazin (p.147).

5 "pime Ppasses" and the Interludes appear to share
the same function 1in thelr respective novels; each
emphasizes the natural world and contrasts it to the human

world.

6 This example 1illustrates Woolf's "scene making"
process, where the moment 1s remembered through a visual

scene and the emotions accompanying that scene,
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7 Compare p.61 of Qrlando with the "Time Passes"
section of To the Lighthouse to see a similar treatment of

time.
8 See Bazin for a discussion of androgyny in To the

Lighthouse.

9 Clothes also enable the Archduchess Harriet/Arch-
duke Harry to alter the appearance of his gender super-
ficially, but as he confesses to Orlando, '"he was a man and
always had been one" (Q 112).

10 Compare this to Lily's thoughts in To the
"nothing stays; all changes; but not words, not

Lighthouse:
paint" (267).

11 See Lee (p.l156) for a discussion on this tension
between the artist's desire for public acclaim and the

desire for solitude. In Orlando, the role of the artist
does not change but the means chosen to fulfill that role

does; while the preceding novel primarily concentrates on
painting with literature occupying a secondary place,
Orlando emphaslzes literature, specifically poetry. That
Shakespeare is present throughout the novel, 1n sight and

mind, is not a surprise.

12 See Lee (p.l148) for a discussion of this lmage.

Chapter Four

1 See Ruth Temple (p.97).

2 See Loulis' and Neville's comments on pages 114 and
119, respectively.

3 Lyndall Gordon notes that gloom presages The Waves
and that this 1Is very different from Woolf's sense of

private fulfillment before To the Lighthouse (205).

4 See Bazin (p.147).

S "Pime Passes" and the Interludes appear to share
the same function 1in thelir respective novels; each
emphasizes the natural world and contrasts it to the human

world.

6 This example Illustrates Woolf's "scene making"
process, where the moment 1s remembered through a visual

scene and the emotions accompanying that scene.
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