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I N T R O D U C T I O N 



INTRODUCTION 

Ttiis work i s meant to tlirow l i g h t on the importance 

of EoM, Fors ter and Vi rg in ia Woolf as l i t e r a r y c r i t i c s , more 

p a r t i c u l a r l y as f i c t i on c r i t i c s * Ttiough mucti a t t en t ion has been 

paid to t h e i r novels, and t h e i r reputa t ion as modern nove l i s t s 

i s firmly es tabl i shed, the importance of t h e i r c r i t i c a l views, 

more p a r t i c u l a r l y on the novel, has not been fu l ly es tabl ished 

yetol Many books have been wr i t ten on Vi rg in ia Woolf s novels . 

Joan Benne t t ' s Virg in ia Woolf: Her Art as a Novelist and 

AojD»i Moody's Vi rg in ia Woolf deserve specia l mentionoi But except 

for Mark Goldman' s remarkable work, Vi rg in ia Woolf as L i te ra ry 

C r i t i c no other s igni f icant book-length study of Wo^^lf's c r i t i c i sm 

existso Bennett has only a short c h ^ t e r on the c r i t i c i sm, and 

the other c r i t i c s of Woolf only inc iden ta l ly r e fe r to Woolfs 

c r i t i c a l views v/hile discussing her novels . F o r s t e r ' s c r i t i c i sm 

too has drawn only very meagre a t t en t ion from his c r i t i c s* ' No 

book has yet .been wri t ten on his views as a c r i t i c . j Summary 

s tudies of h is c r i t i c i sm can be found i n two a r t i c l e s : Donald 

Watt 's "Ar t i s t as Horseman: The Unity of F o r s t e r ' s Cri t icism" and 

Frederi ick McDowell's "E.M, F o r s t e r ' s Theory of L i t e r ature*," This 

work i s much indebted to these a r t i c l e s for providing d i rec t ions 

to a study of Forster as l i t e r a r y c r i t i c . 

Both Woolf and Fors ter were pr imar i ly novelists* ' Even 

i n t h e i r c r i t i c a l works t h e i r main concern was for the genre 
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which they pract ised, ' They are not c r i t i c s in the orthodox 

sense of the term, in the sense in which F.R. Leavis and 

1.4. Richards or even Percy Lubbock are c r i t i c s . ; They are not 

genuinely concerned with any-^general problem i n art^] Their 

views were influenced by the p a r t i c u l a r vocation they had 

chosen and the p a r t i c u l a r problems they faced as nove l i s t s of 

the modern age» Consequently there are few genera l i sa t ions in 

t h e i r c r i t i c a l works.' Though the c r i t i c a l essays of these two 

n o v e l i s t - c r i t i c s show no ^ p a r e n t thematic uni ty , tho\igh they 

are sometimes at odds vath each other, there i s one thing t h a t 

i s common to and c h a r a c t e r i s t i c of both Woolf's and F o r s t e r ' s 

c r i t i c i sm: a search for the condit ions of poetry i n the a r t of 

f i c t i o n . This element gives them a unique pos i t i on in l i t e r a r y 

c r i t i c i s m . In t h i s they d i f fe r r ad i ca l l y from the c r i t i c a l 

s p i r i t of the f in de s i e c l e . E l i o t , the a r t i s t - c r i t i c , v/as more 

on the side of pure and abs t rac t theor ies i n criticismo^. HenTiy 

Ja^es too was geniainely concerned about the noveloj But h is 

^^^tream of consciousness theory leads to aesthet icism and 

de'Jiumanisation. Percy Lubbock provided techniques and methods and 

brought the novel down to something which can only be seen.i 

I .A. Richard 's c r i t i c i sm l a i d emphasis on the psychological 

condit ion of the auth^Jr? while producing a work, and the psychic 

response of the reader who reads the work. There were the 

M a r x i s t - c r i t i c s who saw a work of a r t as always re f l ec t ing c l a s s 

c o n f l i c t s . Differing from a l l these Woolf and Fors ter were 

uniform i n t h e i r conviction t h a t the bes t ^ p r o a c h to l i t e r a t u r e 

n 



was the persona l . Their common but unique concern was to 

asse r t the e s sen t i a l poetry of the novel and of life.^ 

This work, which has a l imi ted scope, i s an attempt 

to explore the ijnity t ha t under l ies the_impress ionis t ic 

c r i t i c i sm and v iv id ly personal novels of Woolf and Forster.l 

I have t r i e d to s t r e s s the re la t ionsh ip between t h e i r c r ea t ive 

work and c r i t i c a l writings* For t h i s purpose I have divided 

t h i s work in to four chgptersoi The f i r s t chgpter deals with the '̂  

c r i t i c i sm of Woolf, more p a r t i c u l a r l y with her views on the 

novel and her quest for an adequate medium« The second chapter 

i s an attempt to present her mgj§r novels as exemplifications of 

her c r i t i c a l quest for a new form of f ic t ion« ^o no adequate 

and extensive survey i s made as regards the thematic importance 

of the novels* I have only t r i e d to show how Woolf t r i e d to 

p r a c t i s e her own idea l s on f i c t i o n i n her novels, hov/ her 

c r i t i c a l ideas helped her to evolve the new ' c r y s t a l l i n e * form 

tha t i s so evident in her novels . The tbiird and fourth chgpters 

deal with F o r s t e r ' s c r i t i c i sm and his novels respec t ive ly in^ the 

sajne way as the f i r s t eind the second chapte rs . In the conclusion 

I have t r i e d to cont ras t Woolf and Fors ter as c r i t i c s and assess 

t h e i r ro le as c r i t i c s i n the modern age, and t h e i r corftribution 

to the increas ing modern awareness of the problematical natiore of 

f i c t i o n a l ontologieso" 
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The bes t cri t iGism comes from the heart of a 

sens i t ive a r t i s t engaged in the c rea t ive ac t . Woolf end 

Forster produced j u s t such c r i t i c i sm, a c r i c t i c i sm which 

resul ted from t h e i r temperaments in tension with the a r t they 

were s t ruggl ing to c r ea t e . The ha l f - se r ious half-comic tone 

best su i ted t h e i r kind of c r i t i c i s m . Though they lack' the 

seriousness and consistency of profess ional c r i t i c s , they 

sometimes come out with Oserious, indispensably re levant 

c r i t i c a l statements which has stood the t e s t of time.^ The 

fact t ha t Woolf and Fors te r are refreshingly imconventional 

c r i t i c s i s i t s e l f an adequate incent ive to study them as 

l i t e r a r y c r i t i c s . Both found themselves i n the centre of a 

dua l i ty . For Woolf i t was the conf l i c t betv/een the I4ale and 

the Female pr inc ip les . ! This conf l ic t explains the dualit±~fis 

in her novels which are categorised by Hermion Lee as follows: 

M^CULINE FEMININE 

I n t e l l e c t ^ I n t u i t i o n 
Fact * Vision 
Day Night 
Waking Dreaming 
Words Si lence 
Society So l i tude 
Clock time Consciousness time 
Realism Impressionism 
Opaqueness Transparency 
Land Water,* 

And Woolf s quest, both as novelist end critic, is to resolve 

Hermion Lee, The Novels of Virginia Woolf (London, Methuen 
& Co. Ltd., 1977) p.̂  5. 



5 

t h i s conf l i c t , to a t t a i n the s t a t e of wholeness.^ According to 

her ar t shotild s t r i ve for such wholeness; i t shotild s t r i v e to 

a t t a in • androgyny.fjj^ 'Fors ter ian d i a l e c t i c involves the t r a g i c 

conf l ic t between prose and poetry (pass ion) , reason and 

imagination. His quest as a nove l i s t and c r i t i c i s to •connect' 

the two so t h a t harmony can be a t ta ined . Woolf and Fors te r 

share the ancjuish and indignat ion about the forms of modem 

i n s t i t u t i o n a l i z e d l i f e and i t s exasperating grossness and 

vu lgar i ty . Though temperamentally i n t r o v e r t s , they were 

genuinely i n t e r e s t ed in the welfare of mankind and t h e i r i d e a l s : 

'androgyny' and ' p ropor t ion ' , which we sha l l examine i n d e t a i l , 

are evidence enough to reveal t h e i r concern about a society t h a t 

was t r a g i c a l l y fragmented. Both envisaged a perfec t in tegra ted 

s t a t e of wholeness and were thus somewhat of romantic v i s ionar ies , ' 

But they were no dreamy i d e a l i s t , no pa le - l ipped vo ta r i e s of a r t , 

but s ens i t i ve , tough-minded pleaders for what i s valuable in l i f e 

as they saw i t . 



CHAP-.TER L 

VIRGINIA.WOOLFI THE IHEASSIONED CRITIC 



COMPTER I 

VIRGINIA W00LF:THESIHP^SI0NED CRITIC 

Lock up your l i b r a r i e s i f you l i k e ; b u t t h e r e i s no 
g a t e , no-J b o l t t h a t you can s e t ij^jon t h e freedom of 
my mind. 

I t i s i n t h i s s p i r i t of freedom t h a t V i r g i n i a Woolf 

beg ins her ques t for a new a e s t h e t i c of f i c t i o n , ] She would no t 

be confined t o t r a d i t i o n a l forms and conven t iona l i d e a s , t h a t 

in f luenced bo th a r t and soc ie ty , i n her time* -As a s o c i a l c r i t i c 

she was a l l for t he freedom of women. I n her w r i t i n g one can 

n o t i c e a v e i n of i n d i g n a n t feminism a t a male-dominated societyo^ 

She l o a t h e d t h e convent ions t h a t pu t women i n t h e background. 

She acu te ly f e l t t h e male-dominat ion i n c r e a t i v e a r t and f i c t i o n 

as welle Woolf d i sapproves of most f i c t i o n w r i t t e n i n her 

immediate p a s t because of t h i s one-s idednesso ' They are nove l s 

of men, w r i t t e n i n s en t ences which are b a s i c a l l y men' s«l She was 

not s a t i s f i e d wi th t h e vo i ce of f i c t i o n which speaks, only i n a 

man's voicco An a s p i r i n g woman n o v e l i s t , according t o Woolf, 

would f i nd t h i s vo ice of f i c t i o n i r r e l e v a n t t o her purpose.', 

S ince bo th s o c i e t y and a r t were male-dominated and consequent ly 

one - s ided , Woolf envisaged as her pr imary t a s k t h e ques t for a 

new a e s t h e t i c which would do away wi th t h i s one-s idedness . l This 

1 V i r g i n i a Woolf, A Room of One ' s Own (Harmondsv«)rth, Pengviin 
Books, 1945) pTJ^. 
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element of male dominance was very much, present in tier family 

i n the f igure of her Victor ian father , Les l i e Stephten*] Tiiere 

i s enoiigh evidence in Woolf's diary, t h a t she was not qu i te at 

ease under the dominaH;ing influence of her fa ther , and vd.th the 

p a t r i a r c h a l order he represented,. On November 28, 1928 she 

wrote in her diarys 

F a t h e r ' s birthday•' He would have been 96, 96, yes, 
today; and could have been 96, l i k e other people 
one has known; but mercifully was not . His l i f e 
would have en t i r e ly ended mine. What would have p 
happened? No wri t ing, no books, - inconceivableoi 

Les l ie Stephen 's world was a world of f ac t s and i t was governed 

by the masculine p r i n c i p l e . This world was d i r e c t l y i n conf l i c t 

with Woolf's own world of imagination, Herbert Marder, in h is 

study of Woolf's feminism and a r t , gives a convincing accoimt of 

Woolf's frame of mind and the task which she se t tqpon hersel f . 

He wr i tes : 

Vi rg in ia Woolf saw the universe as the e te rna l 
con f l i c t between opposi tes , corresponding, ,>j,i to 
masculine and feminine p r i n c i p l e s . Her main 
concern was to find ways of reconci l ing the warring 
oppo s i t e s , As a p r a c t i c a l feminist she soiight 
equa l i ty between the sexes, a dynamic balance 
between two halves of mankind which would lead to 
soc ia l regenerat ion, 1 As a r t i s t and mystic she 
sought inner harmony, the idea l s t a t e of androgyny, 
which would lead to the renewal of the individual 

1 , • • • One might say, for Virgin ia Woolf, feminism 
and mysticism converged i n the doctr ine of androgyny." 

^ Quoted l?y Ruth Z,' Temple, "Never Say ' I ' : To the Lighthouse 
as v i s ion and confession," , Virginia Woolf; A Collect ion 
of C r i t i c a l Essays. Twentieth Century Views, edited by 
Cla i re Spraque, VMew Delhi Prent ice-Hal l of Ind ia P r iva t e 
Limited, 1979) p*! 94, 

Herbert Marder, Feminism and Arti A Study of Virginia Woolf. 
(Chicago & London; The Universi ty of Chicago Press , 1968) 
P, 125, 
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The t r a g i c absence of balance in society and of harmony i n 

a r t seem to have inapelled Woolf to undertake a quest;! On the 

socia l plane, one half ©f mankind i s dominated by the other , 

&nd so the re i s no healthy correpondence between the two. In 

the same way, i n the a r t i s t i c f i e ld , the masciil'ine p r i nc ip l e 

dominates the feminine p r i n c i p l e s . So Woolf concludes t h a t 

a r t i s one-sidedo' Her quest, therefore , i s to r e - e s t a b l i s h 

harmony both i n society and in the i n d i v i d u a l ' s mind.l Both 

socia l and a r t i s t i c degeneration of her t ime, according to 

Woolf, i s due to a lack of harmony. Woolf* s feminist quest 

for the equal i ty of sexes p a r a l l e l s her a r t i s t i c and mystic 

quest for the achievement of the androgynous mind, which alone 

wovild make the a r t i s t ' s work l a s t i n g , meaningful and complete,' 

So A Room of One's Own, which i s general ly taken to be a p iece 

of feminist propoganda, i s an idea l s t a r t i n g point for a study 

of Woolf' s c r i t i c a l doctr ines . ' In i t the feminist quest for 

the l i b e r a t i o n of women merges in to a mys t i c ' s quest for the 

s t a t e of androgyny, which in i t s turn p a r a l l e l s an a r t i s t ' s 

quest for an adequate form for his a r t . Per fec t a r t springs 

from an androgynous mind, and a r t i s t i c c rea t ion i s poss ib le 

only when a marriage i s consummated in the mind between the 

warring opposi tes , the masciaine and feminine pr inciples . ] As 

physical c rea t ion i s impossible i f there i s only one sex at 

work, so i s l i t e r a r y c rea t ion impossible i f there i s only the 

masculine p r inc ip l e at work i n the mind. So as far as 

l i t e r a r y c rea t ion i s concerned, according to Woolf, i t i s fa ta l -
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for a v/riter "to be a man or woman pure and. simple; one must 
4 

be woman-manly or man-womanly•" She says: 

• , , there are two sexes in the mind corresponding 
to the two sexes in the body . . . . And in the man's 
b ra in , the man predominates over the woman, and in 
the woman's brain, the woman predominates over the 
man. The normal and comfortable s t a t e of being i s 
t ha t when the two l i v e in harmony together , s p i r i t ­
ua l ly co-operat ing. I f one i s a man, s t i l l the woman 
pa r t of the brain must have effect ; and a v;oman must 
have in tercourse with the man in her, Coleridge 
perhaps meant t h i s when he said t ha t a great mind i s 

;j androgynous. I t i s when the fusion takes place t h a t 
the mind i s ful ly f e r t i l i z e d and uses a l l i t s 
f a c u l t i e s . Perhaps a mind tha t i s purely masculine 
Cannot crea te , any more than a mind t h a t i s purely 
feminine.5 

Woolf's preoccupation i s a r t i s t i c even in her feminism. What 

she pleads for i s not so much social adjustments in favour of 

women as adjustm'ent in the mind of the a r t i s t so tha t c rea t ion 

becomes poss ible as well as meaningful. So Woolf i s not a 

feminist in the usual sense in which the term has gained 

currency. She i s a f e m i n i s t - a r t i s t - c r i t i c , A great a r t i s t , 

according to V/oolf, i s one in whose mind there i s ^ marriage of 

opposi tes . His personal i ty should mirror a harmony, a perfec t 

union between the man and the woman in his mind, Vfoolf further 

i l l u s t r a t e s t h i s idea by a vis ionary p i c tu re of a g i r l and a 

young man together in a t ax i -cab , in A Room of One's Own » 

Now i t was bringing from one side of the s t r e e t to 
the other diagonally a g i r l in pa tent l a the r boots, 

n 
A Room of One's Own, p . 97. 

^ I b i d . , pp, 96-97. 
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and then a young man i n a maroon overcoat: i t was 
also "bringing a t ax i - cab ; and i t "brought a l l three 
together at a point d i r e c t l y beneath my window ,,',i 
and the g i r l and the yoimg man • e o got in to the 
t a x i ; and then the cab glided off as i f i t were 
swept on by the cxjrrent elsewhere.^ 

I t i s only when the g i r l and the yo\ang man are together i n the 

taxi-cab of human persona l i ty t h a t the mind i s "swept on by 

the current" of creat ion, ' This p i c tu re i s symbolic of the 

union of the opposing powers of the mind, i n t e l l e c t and 

i n t u i t i o n , of the two worlds, the world of fac t and the world 

of imagination, of the two regions of the mind, the conscious 

and the unconscious, and of the two l e v e l s of r e a l i t y , the 

external and the internaloi There i s a b e a t i f i c v is ion of t h e i r 

union in the taxi -cab which, according to Woolf, i s a necessary 

condition for a r t i s t i c creat ion, ' A wr i te r i s great i f he can 

effect t h i s union of the man and the woman in his mind, t ha t i s , 

i f he can make 'his i n t e l l e c t espouse in tu i t i on , ! Woolf 

considers Shakespeare a grea t wri ter on account of th is . j He 

could e s t a b l i s h the idea l s t a t e of 'androgyny both in his mind 

and in h is work, 

Woolf s idea of andJ?ogyny may be considered as a 

feminist r eac t ion to an age of undisputed male chauvinism with 

a l l i t s cont rad ic t ions and dichotomies*! The separat ion of the 

d i f ferent f a c u l t i e s of the mind gave r i s e to a t r ag i c 

fragmentation of l i f e which resu l t ed i n the fragmentation of 

^ ' I b i d , , p , 95, 
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arto Woolf t r i e d to resolve t t i i s fragmentation of l i f e and 

arto In her time reason was separated from imagination, 

ttiougtit from feel ing, i n t e l l e c t from emotion, Ttiere was a 

conf l ic t between knowledge and values, the world of fac ts 

and the world of imagination.! Modern psychologists taught 

tha t the conscious and the unconscious regions of the mind 

the ' I d ' and the ' ego ' , are perpetual ly at war. Woolf s idea 

of the masculine and feminine p r inc ip l e s corresponds to t h i s 

separat ion. The sexual analogy in A Room of One's Own 

expresses a hope in the u l t imate r econc i l i a t i on of t h i s t r a g i c 

a n t i t h e s i s . This r econc i l i a t ion , Vtoolf suggests, i s the only 

means of achieving androgyny. 

Woolfs idea of the androgynous mind resembles 

E l i o t ' s concept of unif ied s e n s i b i l i t y which he advocates 

against " d i s s o c i a t i o n [ s e n s i b i l i t y " or the divided mind.' This 

divided mind i s the cause of imperfect wr i t ings and E l io t 

leads us back to John Donne and the metaphysicals and finds a 

unified s e n s i b i l i t y at work in t h e i r poet ry . The s imi l a r i t y of 

the two concepts i s eas i ly no t iceable . While El io t ignored the 

physical analogy of the two sexes Woolf used i t in order to 

ar r ive at the idea of androgyny. While E l io t considered the 

divided s e n s i b i l i t y as the malady of the time, Woolf, the 

^ T.S. E l i o t , "The Metaphysical PoetsgQ Selected Prose of T.S. 
E l io t ed . , Frank Kermode, (London, Faber and Faber, 1975) 
p . 64.' 
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femini'E't, considered male dominance as the cause of a l l 

disharmony and imperifections. One cannot ascer ta in the 

indebtedness of the one to the other, but one Can ce r t a in ly 

not ice the para l le l i sm in the workings of these two great 

minds« Similar again to V/oolf's idea of androgyny i s 

Wo'B. Yeats ' theory of ' un i ty of be ing ' , which i s manifested 

in the Byzantine art^- In t h i s unity of being a l l the opposi tes 

are reconci led. Movement and s t i l l n e s s , the dancer and the 

dance are pe r fec t ly in harmony in t h i s s t a t e of being,! Per fec t 

a r t i s t h a t which represents t h i s unity of being, according to 

Yeats, v/hile to Woolf pe r fec t a r t i s androgynoiis.l 

V 

Woolfs concept of androgyny can be compared to 

DajHo Lawrence's idea of wholeness, Lawrence loathes the 

fragmented conception of man arid advocates the idea of man as a 

whole in his novels. ' In his essay "Why the Novel Matters" he 

says: 

Now I absolutely f l a t l y deny tha t I am a soul, or a 
body, or a mind, or an i n t e l l i gence , or a brain , or 
a nervous system, or a bunch of glands, or any of 
the r e s t of these b i t s of me» The WHOLE i s grea ter 
than the partoi And therefore , I who am man a l ive , 
em grea ter than my soul, or s p i r i t , or body, or 
mind, or consciousness, or anything e l se t ha t i s 
merely a p a r t of me • • • • 

I very much l i k e a l l these b i t s of me to be set 
trembling with l i f e and the v/isdom of life,* But I 
do ask t h a t the whole of me sha l l tremble i n i t s 
wholeness, sometime or other^^ 

8 D,H« Lawrence, A Selection from Phoenix, ed,'.,? A«A»'. M,i Inglis, 
(Harmondsworth, Penguin Books, 1971) p. 185vj 
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In "̂ .'Study of Thomas Hardy" he expat ia tes '6n t h i s idea of 

wholeness by present ing the antinomy i n a r t s between 'Law* and 

'Love ' . I t i s only when both Law and Love form a perfect 

"Two-in-one" t ha t any a r t i s t i c form i s possible*! Lawrence 

comes very close to Woolf when he discusses the Male and 

Female P r inc ip l e s in mano 

For every man comprises male and female in his being, 
the male always s t ruggl ing for predominance,1 4 woman 
l ikewise cons i s t s in male and female, with female 
predominant* 

And a man who i s s trongly male tends to deny, to 
refute the female i n him* A r ea l 'man' takes no 
heed for his body, which i s the more female p a r t of 
him. He considers himself as en instrument, to be 
used in the service of some idea* 

The t rue female, on the other hand, wi l l e te rna l ly i)ol4 
he'islel® svtperior to any idea, wi l l hold fu l l l i f e in 
the body to be the r e a l happiness* The male ex i s t s in 
doing, the female in being,9 

I f the re i s a conf l ic t betv/een these two aspects then the 

s i t ua t i on i s tragic*! One has to recognise the importance of 

both the principles*] Perfec t ion in a r t can only be achieved 

by balancing these tv/o elements in the a r t i s t ; ' I f one i s 

given predominance over the other there w i l l eventually be 

one-sidedness*i The "Male p r inc ip l e , of Abstract ion, of Good, 

of the Community, embodied in 'Thou sha l t love thy neighbour 

as thyself"* should be in per^fect r econc i l i a t i on with *'the 

female principle** which says '^that man l ived by enjoyment. 

I b i d . , p .aa,^ . 
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10 throughi h i s senses, enjoyment which ended i n his senses,*' 

4 r t becomes meaningful only when t h i s WHOLENESS, a union of 

these two p r i n c i p l e s can be effected. 

C r i t i c s have es tabl ished the d i r e c t influence of 

the "Bloomsbiory Group" on Woolf's mind and art«l The idea of 

androgyny can be t raced back to the "Pr inc ip le of Organic 

Unity" as advocated by G,E, Moore, v/ho was the guiding s p i r i t 

of Bloomsbiiry th inking. This p r inc ip le of organic uni ty 

involves a subject-object r e la t ionsh ip which operates betv/een 

di f ferent aspects of se l f and the universe©' Roger Fry and 

Clive Be l l , both members of the same group, found i t s aes the t i c 

co r re la t e in the theory of '"significant form" which al ludes to 

the idea behind a work of a r t which gives i t i t s significance,! 

Woolf fused i t in to a " l i t e r a r y g e s t a l t i n which feeling and 

form, theme and content, and aspects of self , time, and 
11 

r e a l i t y form a rec iprocal and interdependent v/hole", which in 

the form of androgyny she uses as a c r i t i c a l too l to judge the 

perfect ion of art , ; 

I f freedom to Vfeolf meant transcending the b a r r i e r s 

of one 's sex, or i n other words, achieving androgyny in 

A Floom of One's Own, in Orlajido she offers the phantas t ic 

v is ion of the achievement of such freedom. There i s i n i t a 

^^ I b i d . , pp . 226-227. 
If, Haiaena Richter , Vi rg in ia Woolf : The Inward Voyage 

'Princeton, (Princeton University P ress , 1970) p.] 20.i 
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confusion of tlie sexes which i s resolved ul t imate ly in """^^i,..--' 

endrogynyo After the long parade of p a t r i a r c h a l absurdity 

in Orlando's career i n Constantinople with a l l i t s 

masculine solemnit ies, confusions, dis turbances, and amorous 

adventures, calm i s achieved only af ter Orla^ndo's sleep for 

seven days. I t i s only then the t r u t h i s revealedol He i s 

transformed in to a woman. 

He stood v5)right i n complete nakedness before us, 
and . . » . we have no choice l e f t but to cbnfess -
he was a woman.'l?' 

Orlando's sexual transformation i s symbolic of the l i b e r a t i o n 

of the t r u t h of androgyny from the bondage of i f i te l lec t , ; 

Complete freedom i s achieved and the mind i s freed from the 

clutches of pa t r i a r cha l v a n i t i e s and the excesses of male 

egoism, Orlando, however, i s androgynous from the beginning 

and his change in to a woman i s only a manifestation«i Even 

af ter the change he "combined in one the s t rength of a man and 
13 woman's g race , " His change was only externa l and otherwise 

he remained as he was»i The external change was but a manifes­

t a t i o n of the inner t r u t h which i s always present^! For 

according to Woolf, "d i f fe ren t though the sexes are, they 

intermix. In every human being a v a c i l l a t i o n from one sex to 

the other takes place, and often i t i s only the c lothes t h a t 

Vi rg in ia Woolf, Orlando. A Biography (Harmondsv/orth, Penguin 
Books, 1942) p.i 97. 

'^^ Ib id , , 
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keep the male or female l ikeness , wtiile underneatli ttie sex 

i s ttie very opposite of what i t i s aboveo" Orlando, by 

beooMng'- a woman, achieves the unity of i n t u i t i o n and 

i n t e l l e c t , which i n turn helps him to a f i na l perception of 

rea l i ty* The man and the v/oman in Orlando i n s t r u c t each 

other . His/her s e l f - r e a l i z a t i o n "becomes complete»i Orlando, 

i n other words, iDecomes an in tegra ted personalityo] The most 

s t r ik ing c h a r a c t e r i s t i c of an in tegra ted persona l i ty i s i t s 

androgynous nature, ' I t i s the loss of such personal i ty t h a t 

c o n s t i t u t e s the recurrent themes of her f i c t i o n and the chief 

motif of her c r i t i c a l ^writ ings. Fai lure to achieve androgsnay 

causes one-sidedness and t h i s i s the c r i t i c i s m Woolf flung at 

the Edwardian Triumvirate, Wells, Galsworthy and Bennett i n 

her essays on f ic t ion,! 

» 

The quest for androgyny which we have j u s t examined 

merges i t s e l f in to a n o v e l i s t ' s quest for an adequate aes the t ic 

of f i c t i o n in Woolf s essays, "Mr, Bemiett and Mrs,' Brown" and 

"Modern Fiction",i The i dea l s t a t e of androgyny i s i n d i r e c t l y 

used as a c r i t i c a l too l to judge the completeness or wholeness 

of the Edwardian wr i t e r s , "Mr, Bennett and Mrs,* Brown" marks 

Woolf s "break from the Edwardian her i tage of f i c t i o n . I t i s an 

attempt to determine the proper stuff of f i c t i o n in the face of 

a changed v i s ion of r e a l i t y , She agrees with Bennet t ' s view 

- r 

'^ I b i d , , p , 98, 
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t h a t character i s the primary concern of the novelist*' She 

says: 

I "believe t h a t a l l novels , t h a t i s to say, deal 
vdth character and t h a t i s to express character -
not to preach doc t r ines , sing songs, or ce lebra te 
the g l o r i e s of the B r i t i s h Empire, t ha t the form 
of the novel, so clumsy, verbose, and undramatic, 
so r i ch , e l a s t i c and a l ive , has been evolved.1'5 

But Woolf does not read i ly accept Benne t t ' s view t h a t the 

r e a l i t y of the charac ters i s the t e s t of the excellence of a 

novels I t i s on t h i s ground tha t Bennett c r i t i c i s e d the 

Georgian wr i t e r s and said tha t they did not c rea te charac te r s 

t h a t are r ea l . ' Woolf counters t h i s charge by assert ing the 

h i s t o r i c a l and changing nature of r e a l i t y : 

But, I ask myself, what i s r e a l i t y ? Md who are 
the judges of r e a l i t y ? A character may be r ea l 
to Mr, Bennett and qui te unreal to me.l6 

'Mrs*' Brown', the old lady in the corner v/ith whom, according 

to ¥oolf, a l l novels begin "can be t r e a t e d in an i n f i n i t e 

Variety of ways, according to the age, country, and temperament 

of the writer," ' ' '^ So the p i c tu re of Mrs. Brown, her appeal to 

the people, change with t imes. I t va r i e s from one age to 

another. There i s no absolute standard £or judging the r e a l i t y 

of charac te r , but there are various po in t s of emphasis,} So one 

may not be r i g h t when one judges the work of an age with the 

^^ Woolf, "Mr, Bennett and Mrs./Brown", Collected Essavs I . ed., 
Leonard Woolf, (London, C^tto & Windus, 1968; p,) 32A-, 

^^ I b i d , , p.^ 325 K. ^ 
'''^ Ib id , 
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c r i t i c a l standards of another ageo' So i t i s not r igh t to 

judge the work of the Georgians according to Edwardian 

standards, end V/oolf c r i t i c i z e s the Edwardian s tock- in- t rade 

of f i c t i o n for i t s inadequacy as a model for the Georgians©' 

The Georgians, according to.Woolf, v/orked under d i f ferent 

condi t ions , because when the Georgians began to wri te , t h a t 

i s , " in or about Declember, 191O, human character changed.]" • 

This i s a very bold asser t ion and what Woolf has in mindCis the 

major change tha t took place in the soc ia l , p o l i t i c a l , economic, 

i n t e l l e c t u a l and moral spheres of l i f e at about the same period^. 

I t was acoeriod of t r a n s i t i o n from the old i n t e l l e c t u a l order to 

the new soc io -po l i t i c a l and i n t e l l e c t u a l milieu.i Real i ty , or 

t r u t h , came to be looked upon in a quite d i f ferent way from the 

e a r l i e r t imes. The focus shif ted from the external r e a l i t y to 

the complex inner world of the i n d i v i d u a l ' s coBBCiousness.j The 

externals became i n s i g i n i f i c a n t compared with the innumerable 

impressions created i n a moment on the human mind.* Psychologists 

l i k e Freud, Jung^ and Adler, extensively surveyed the dark areas 

of human mind in order to e s t ab l i sh the nature of r e a l i t y behind 

the eppearance of the external world. Their works had grea t ly 

influenced the Bloomsbury c i r c l e of which Woolf was an act ive 

memberV This revolut ion in the way men looked at r e a l i t y 

influenced the a r t i s t s of t h a t t ime. The pos t - impress ionis t 

^^ Ibido, p . 320. 
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exhibition in London in 1910 boldly demonstrated the new way 

artists saw reality»! It showed the inadequacy and incomplete­

ness of the way people looked at reality in the pastol Human 

figures were reduced to essences or outlines and were given 

multiple personality.' It tries to depict(^^ wholeness of 

vision, a view of the totality of sppearance.- In the wake of 

this change man was considered to be more than a submerged 

irrational self* He was a complex of consciousness, existing 

on many levels, a complex of personalities consisting of 

separate states of awareness* He was not the same from one 

moment to the next*- There was a discontinuity in his 

personality,' This revolutionary conception of man became the 

major point in the new view of reality. So Woolf boldly 

asserts that human character changed in 1910,1 Her main concern, 

therefore, is for an emotional perspective by which the reality 

of this new era could be vieweEL, It is the consciousness of 

this change which makes her very vehement in her criticism of 

the Edwardians, They failed to supply the Georgians with a 

satisfactory medium to express this new vision of reality. They 

failed to recognize the change of reality, of human character,' 

that took place in their time. They lost sight of the inner 

aspect of reality and concerned themselves entirely with the 

externals which according to Woolf, are insignificant^i 

Therefore, they are one-sided and their works, incomplete,' 

Georgian writers, on the other, hand, recognised this 

change and went for a wholeness of vision. This desire was to 
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take fiction into new areas, "the darker places of psychology*;" 

They wanted to express the new vision of reality which took them 

to new areas of consciousnesso! But the Edwardians were the only 

models they could work from.' So according to Woolf, if the 

Georgians failed to inform their character with truth or reality 

the fault lay with the Edwardians. The tools used by the 

Edwardians v;ere not adequate to express the nev/ vision of reality 

which the Georgians wanted to express.' Lack of models or guidance 

v/as the reason for their lack of greatness and Woolf is all 

sympathy for them. The Edwardian form and method failed them in 

their endeavour to capture the elusive Mrs. Brown, human nature, 

life itself. The Georgians' view of Mrs. Brown was different 

because they had a new vision of reality.- But the Edwardians 

looked at her in their own way. Mrs. Brown in the railway 

carriage is a poor and miserable creature bullied by Mr.) Smith, 

the dominating male vanity. Woolf presents her as a picture of 

poverty and suffering: 

There v/as something pinched about her - a look of 
suffering of ^prehensions, and, in, addition,' she 
was extremely small.' Her feet, in their clean 
little boots, scarcely reached the floor.1 I felt 
she had nobody to support herj that she had to make 
up her mind for her self .<19 

The picture of Mr. Smith settling a sinister business with this 

lady explains the plight of human nature, of life,' of reality, at 

the hands of the Edwardian writers. The man bullying the woman 

^'^ Ibid., p. 322. 



21 

and the woman crying out of extreme suffering is the image of 

what, according to Woolf, the Edwardian writers were doing with 

human nature, the reality^' Woolf finds these writers incom­

plete because they supress the 'woman' in their mind and impose 

the male element in their works. In other words, they failed 

to achieve androgyny both in their mind and in their works.i 

Therefore they were onesided, incomplete and not worthy models 

for aspiring Georgianso] Commenting on the books written by 

Wells, Bennett and Galsworthy, Woolf laments: 

|ret what odd books they arei Sometimes I wonder if 
we are right to call them books at alio) For they 
leave one with so strange a feeling of incompleteness 
and dissatisfaction. In order to complete them it 
seems necessary to do something-fe-̂  

For Woolf, the Edwardians lacked the wholeness of vision which 

is the mark of a masterpieceo; They were extremely onesided in 

their treatment of Mrs.' Brown and lajnentably limited in their 

vision of reality.' But Woolf, while criticising them for this 

limitedness, conveniently forgets her own view that reality or 

human character changed only in 1910, by which date the 

Edwardians had written most of their novels',] If reality changed 

in 1910, are the Edwardians to be blamed for their failure to 

represent the new reality? 

But the Edwardians were never interested in 
character in itself; or in the book in itself,] 
They were interested in something outside,! 

^° Ibid,-, p.'i 326,! 
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Their books, then, were incomplete as books, 
and required t h a t the reader should f i n i s h them 
. ,„ ; for himself,!21 

Woolf again forgets tha t t h i s new idea of ' charac te r i n i t s e l f ' 

which she advocates in the face of the change, was never 

available to the Edwardians»i So they fa i l ed to concentrate on 

v;hat Woolf c a l l s ' charac te r i n i t s e l f , a product of the change 

of 1910o' Therefore the works of, Edwardians could never be a 

source of i n sp i r a t i on or a model for the Georgiansoi The 

•Georgians could not l ea rn t h e i r business from them and Woolf 

says: 

Now i t seems to me to go to these men and ask them 
to teach you.hov; to wri te a novel - how to create 
charac te rs t ha t are r e a l - i s p rec i se ly l i k e going 
to a bootmaker and asking him to teach you hov/ to 
make a watch,'22 

I f the s p i r i t of the Edv/ardian age demerided 'bbots . ' , the 

Edwardian wr i t e r s had . the i r relevance and managed to be good 

'bootmakers. ' So Woolf i s not f a i r i n c r i t i c i s i n g them for 

not sa t i s fy ing the demands of the new era for a 'watch'«i Mark 

Golinan c l a r i f i e s Vtoolf's pos i t i on and-says t h a t Woolf views the 

Edv/ardian novel in h i s t o r i c a l perspect ive , i n the face of a 

change in the need of the hour.' He says: 

For Woolf the Edwardian novel, t ha t u t i l i t a r i a n 
boot, had i t s his torical- place and purpose but i t 
could not be a model for the a r t i s t - who' sav; the 
novel as a se l f -contained, complex, and organic 
form, a de l i ca te but i ndes t ruc t ib l e watch«]23 

^^ Ibid, ' , p, ' 327.: 

^ $ I b i d , , p,! 326,t 
^^ Mark Goldman, p,] 43i] 
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In the modern age, the Edwardian form has lost 

its relevance. To Woolf, the Edwardian novel, the utilitarian 

boot, had a pxorpose outside itself©. It did not exist in and 

for itself like Tristram Shandy or Pride and Pre.iudiceô  The 

•^e Edwkrdians' obsession with surface details and their lack 

of depth made them inferior to Sterne and Jane ûstenof Woolf 

adds: 

The difference perhaps is that both Sterne and Jane 
Austen were interested in things in themselves; in 
Character in itself.' Therefore, everything was 
inside the book, nothing outside.2^ 

One wonders why Woolf does not recommend these writers as 

models for the Georgians since they were masters in making this 

self-contained, indestructible watch which the Georgians wanted 

their novels to be,' One can only assume that human character 

changed, and so Sterne and Austen woiild not have been of much 

use in the face of the new task of representing the new 

realityo' The Edwardians evidently failed in this task because 

they were materialist's^ interested in the description of the 

prop, the externals, the tangible. Their vision of ;^.ality 

amounted to the vision of the solid, the tangible, the externalij 

They had faith in the solid, external world of things.i It was 

the reality for them and their novels represented this reality,̂ . 

But for Woolf reality lies in the inner region of the mind, in 

P4 

'Mr, Bennett and Mrs.i Brown» p,j 327oi 
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the human sensibil i ' ty,] Environment and socie ty become 

comparatively ins ign i f i can t i n the modern treatment of real i tyoi 

This • s e n s i b i l i t y ' has a r e a l i t y of i t s ovncio The task of the 

modern nove l i s t i s to convey t h i s new r e a l i t y and not the 

external or mater ia l reality••] The Edwardians conveyed only the 

external r e a l i t y or the mater ia l r e a l i t y and completely ignored 

the sp i r i tua lo This new view of r e a l i t y i s the product of the 

sh i f t of emphasis from man as, socia l r e a l i t y to man as 

s p i r i t u a l r e a l i t y in the modern t rad i t iono Woolf charges the 

Edwardians with materialism and depicts t h e i r materialism as she 

makes them t r a v e l in the railway carr iage with Mrs.'] Brown, one by 

oned When he i s with Mrso' Brown 

• oô  Mr«. Wells would i n s t a n t l y pro jec t upon the 
window-pane a v i s ion of a b e t t e r , breezier , ' 
j o l l i e r , happier, more adventurous, and ga l lan t 
world, vrhere these musty ra i lway-carr iages and 
fusty old women do not ex i s t ; where there are 
publ ic nurse r i es , fountains, and l i b r a r i e s , 
dining rooms, drawing rooms, and marriages; 
where every c i t i z e n i s generous and candid, 
manly and magnificent, and ra ther l i k e Mr,) Wells 
himselfo But nobody i s i n the l e a s t l i k e 
Mrs. Brown, 

In t h i s systematic s t ruc tur ing of a magnificent 

Utopia Mrso' Brown i s completely forgot ten. In his splendid world'--

of 'oughts ' r e a l i t y has no place,! Woolf adds: 

There are no Mrs.' Brown in Utopia,' Indeed I do not 
think tha t Mr,] Wells, i n his passion to make her what 
she^9^h t to be, would waste a thought L5)on her as she 
iso''" 

^ -Ibid,^, p,i 327.1 

^^ Ibid, ' , 
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Galsworthy would occupy himself i n imagining whether the re 

are women working in Doulton's factory, whether they make twenty 

f ive dozen earthenwares everyday, whether there are employers 

i n Surrey who smoke r i c h cigar»1 He would buay himself with 

information^ regarding the condition of the environment and i t s 

impact on l i v e s . But in the process Mrso Brown i s forgotten.1 

Burning v;ith indignat ion, stuffed with information, 
arraigning c i v i l i z a t i o n , Mr.i Galsworthy woiold only 
see in Mrs. Brov/n a pot broken on the wheel and 
thrown in to the corner, ̂ i*/ 

Mr,! Bennett, according to Woolf, would spend his 

time in describing houses, and Mrs,; Brown would not be found 

within the walls of Mr,- Bennet t ' s Freehold Vi l l as and Five 

Towns,-! Commenting on Bennet t ' s novel, Hilda Lessways. Woolf 

says: 

But we cannot ^fllSe^fT^ her mother 's voice or H i lda ' s 
voice; we can only ^ear Mr.i Benne t t ' s voice t e l l i n g us 
f ac t s about r en t s and freeholds and copyholds and 
fines,'; What can Mr, Bennett be about? I have formed 
my own opinion of what Mr,i Bennett i s about - he i s 
t ry ing to make us imagine for him, he i s t ry ing to 
hypnotize us in to the be l i e f t h a t , because he has made 
a house, there must be a person l iv ing the re . With 
a l l his powers of observation, v/hich are marvellous, 
with a l l his sympathy and humanity, v/hich are g rea t , 
Mr,j Bennett never once looked at Mrs,' Brown in her 
corner ,i2BJ 

According to V/oolf, these Edwardians in t h e i r 

pass ionate obsession with the ex terna ls had no time to xmderstand 

and ap^Veciate Mrs, Brovm and 

'^'^ IbidiV PP»1 327-328, 
^® Ibid,1, p'̂ i 330, 



There she sits in the corner of the carriage - that 
carriage v/hich is travelling, not from flichmond to 
Waterloo, but from one age of English literature to 
the next, for Mrs, Brown is eternal, Mrso' Brown is 
human nature, Mrs. Brown changes only in the surface, 
it is the novelists who get in and out - there she 
sits and not one of the Edwardians has so much as 
looked at her.i They have looked very powerfully, 
searchingly and sympathetically out of the window; at 
factories, at Utopias, even at the upholstery of the 
carriage; but never at her, never at life, never at 
human nature,' And so they have developed a technque 
of novel-writing which suits their purpose; and they 
have made tools and established conventions which do 
their business*'! But these tools are not our tools, 
and that business not ours. For, those conventions are 
ruin and those tools are death,^^ 

This, according to Woolf, is the reason why the Edwardian 

writers failed to represent the thing in itself,] They were 

more interested in bricks and walls than in reality, human 

nature, Mrs, Brown,) Such obsession with the external is what 

makes them onesided and incomplete. Their minds are not 

androgynous and they fail to effect wholeness in their works. 

There is a lack of harmony in the powers of their mind,-] Their 

works do not represent a marriage between opposites, between 

the external reality and the inner reality, between intellect 

and intuiti;§n, between the world of facts and the world of 

imagination, and between social reality and spiritual reality,̂  

In another of her essays entitled "Modern Fiction", Woolf 

accuses this Edwardian Triumvirate of exciting many hopes and 

systematically disappointing them, and she finds reason to 

thank them only for 

^^ Ibid, 
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. . . having shown us what they might have done 
but have not done; what we ce r t a in ly could not ^Q 
do, hut as ce r t a in ly perh£{)s, do not wish to do. 

Her c r i t i c i sm reaches i t s climaX' in the next few l inesd 

No single phnase w i l l sum ijp the charge or grievance 
which we have to "bring against a mass of work so 
large in i t s voliame and embodying so many q u a l i t i e s , 
<^ th admirable and the reverse . I f we t r i e d to 
formulate our meaning in one word we should say t h a t 
these three wr i t e r s are ma te r i a l i s t s . ^^ 

These three Edwardians are contras ted with James 

Joyce who,, according to Woolf, i s a ' s p i r i t u a l i s t . ] ' He t r i e s 

to come c loser to l i f e ahd r e a l i t y and expresses what i n t e r e s t s 

him with s i nce r i t y and exactness . No conventions or t r a d i t i o n a l 

forms seem to hinder him from doing what he wants.j His 

predicament i s likened by Woolf to t ha t of a man who must break 

the windowsT!in order to b rea the . Once he has broken the windows 

he i s at home.' The obsceni t i es in Joyce ' s works are overreact ion 

to the conventions t ha t manacled the genre. But never theless he 

i s preferred to the Edwardians,i .She says: 

In con t ras t with whom we have ca l led m a t e r i a l i s t s , 
Mr, Joyce i s s p i r i t u a l : he i s concerned at a l l cos t s 

^ t o reveal the f l i cke r ings of t ha t innermost flame 
which f lashes i t s message through the bra in , and in 
order to preserve i t he disregards with complete 
courage whatever seems to him scLventitious, whether 
i t be p robab i l i ty , or coherence, or any other of 
these s ign-posts which for generations have served to 
support the imagination of a reader when cal led upon 
to imagine what he can nei ther touch nor see,'52 

300'njyiociern Fic t ion" , Collected EssaVs I I . p . 104.) 

'̂̂  I b id . 

^^ I b i d . , p . 107. 
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V 
The solid walls of Edwardian fabric fail to contain 

the reality, the thing in itself, within them, so much so that 

life escapes from Edwardian novelso Woolf ga^s on: 

That is what I mean by saying that the Edwardian tools 
are wrong ones for us%to use. They have laid an 
enormous stress iipon the fabric of thingsoi They have 
given us a house in the hope that we may be able to 
deduce the human beings who live there«53 

So the Edwardian form which catches "life just an inch or two 

on the wrong side" is no more useful to a Georgian writer, for 

if he uses this tool "Life escapes; and per heps without life 

nothing else is worthwhile.'*̂ ^ Woolf s disapproval of the 

existing form of the novel is complete when she asserts: " ..e 

at this moment the form of fiction most in vogue more often 

misses than secures the thing we seek." 

Our next problem is to ascertain what is the thing 

the modern writer seeks, or rather whatsis the thing Virginia 

Woolf seeks when she writes fiction. For the materialistic 

Edwardians 'house' was a common ground from which they proceeded 

to intimacy with their readers. But this convention, according 

to Woolf, is inadequate to express the modern notion of realityj 

So the problem for the Georgians was to find a tool to convey 

this new reality most adequately. 

^^ "Mr. Bennett and Mrs. Brown", p.» 332. 

^^ "Modern Fiction", p.' 105. 

^^ Ibid. 
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The Georgian nove l i s t , therefore , was i n an 
awkward predicament,! Ttiere was Mrs* Brown 
p ro tes t ing tha t she was d i f fe ren t , from what 
people made out, and lur ing the nove l i s t to her 
rescue by the most fascinat ing i f f l ee t ing 
glimpse of her charms; there were the Edwardians 
handling out too l s appropriate to house-building 
and house-breaking,3o 

So the new r e a l i t y , Mrs,' Brown in the changed emotional 

perspect ive, refuses to be clothed in Edwardian garments and 

Woolf says: 

Whether we c a l l i t l i f e or s p i r i t , t r u t h or 
r e a l i t y , t h i s , the e s sen t i a l th ing, has moved 
off, or jbn, and refuses to be contained any 
longer in such i l l - f i t t i n g vestments as we 
provide.37 

According to Woolf, t h i s new r e a l i t y i s the proper stuff of 

f ic t ion,! So by dismissing the Edwardian form and method as 

i r r e l evan t she opens up new areas of experimentation and new 

p o s s i b i l i t i e s for f i c t i o n . Concentration on the moment and 

i t s values becomes her main preoccupation in f i c t i o n . This 

introduced new themes which resu l ted in daring changes of 

technique and s t ruc ture in the novel. The main cha rac t e r i s t i c 

of the novel i s not any more i t s loyal ty to recorded events or 

f ac t s , but a sense of the f lu id , the sh i f t ing , the fragmented 

in l i f e . The modern novel i s to take the mould of the modern 

mind i t s e l f . I f t h i s i s "the e s sen t i a l th ing" for the novel, 

i f Mrs, Brovm i s not be t r e a t e d in the way the Edwardians 

36 
"Mr, Bennett and Mrs. Brown", p , 333. 

^'^ "Modern Fic t ion" , p,'- 105. 
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t r ea ted tier, i f the proper aim of f i c t ion i s to c^ t iore 

Mrs.' Brown, and i f Mrs.' Brown i s "the s p i r i t we l i ve by, l i f e 

i t s e l f " , ^ hov/ can a modern novel i s t go on wri t ing f ic t ion? 

Woolf answers: "Look ^^dthin . . . ^ But i t i s a p i t y tha t a 

wri ter i s often not able to do i t , ' For 'Wbolf herself gives 

the s i t ua t ion of the wr i te r of the t r a d i t i o n a l sor t . ' 

The wr i te r seems constrained, not by his o\m 
free wi l l but by some powerful and unscruplous 
ty ran t v/ho has him in thra l l» to provide© a 
p l o t , to provide comedy, tragedy, love i n t e r e s t , 
and an a i r of p robab i l i t y embalming the v/hole so 
impeccable tha t i f a l l his f igures were to come 
to l i f e they would find themselves dressed down 
to the l a s t button of t h e i r coats in the fashion 
of the hour.' The ty ran t i s obeyed; the novel i s 
done to a tu rn . ^̂  

I f t h i s i s how a novel i s created, Woolf asks: " I s t h i s l i f e ? 

Must novels be l i ke t h i s ? " Life c e r t a i n l y i s not l i ke t h i s , 

nor are novelso' I t i s the myriad impressions of a mind tha t 

i s s ign i f i can t in l i f e J The novel should be about these 

innumerable impressions t h a t "shape themselves in to the l i f e 
42 of Monday or Tuesday.'' And i f a novel i s wr i t ten in t h i s 

way, i f the nove l i s t were to Express his fee l ings freely, not 

bound by convention, then, Woolf says, " there would be no p l o t , 

no comedy, no tragedy, no love - in te res t , or catastrophe in the 

•̂  "Mr. Bennett and Mrs.' Brown", p . 337. 

^5 "Modern Fic t ion" , p.j 106. 
40 

Ib id . 
41 

' Ib id . 
42 

Ib id . 
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accepted style,* ' 'So i f a wri ter were to 'iSok within ' Ctie 

would s-urely find tha t 

Eife i s not a se r i e s of gig-lamps symmetrically 
arranged; l i f e i s luminous halo, a semi-transpa 
envelope surrounding us from the beginning of 
consciousness to the end.^^ 

ansparent 

Thus "by revolutionising the conception of life itself, Woolf 

goes on to determine the task of the new novel v/hich she 

contemplateso' 

Is not the task of the novelist to convey this 
varying, this unknown and uncircumscribed spirit, 
whatever aberration or complexity it may display, 
with as little mixture of the alien and external 
as possible? We are not pleading merely for 
courage and sincerity; we are suggesting that the 
proper stuff of fiction is a little other than 
custom would have us believe it.^5 

And so Woolf tries to discover a new aesthetic of fiction, a 

new form for the novel, which could adequately discharge the 

new task of conveying the uncircumsribed spirit, the quality 

of the modern mind itself,' This mind is a queer conglomeration 

of incongruous things, full of hybrid, monstrous, unmanageable 

chaos of emotions.' The new novel has to convey this emotional 

world which is tumultous and contradictory. So the problem for 

Woolf was to find a suitable form to order this emotional world 

and to express it in its totality. In "Narrow Bridge of Art" 

she admits that poetry is not able to keep pace v/ith and to 

43 
^ Ibid. 
^̂ ^ Ibid. 
^^ Ibid. 
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express the emotfonal tumult of the modern mind.i The emotions 

imputed to the modem mind submit more r ead i ly to prose than 

to poe t ry . So t h i s new novel which WooIf envisages has to 

undertake some of the tasks h i ther to performed "by poetry,-' 

The new novel as i t i s envisaged by C^oolf wi l l be 

of i n f i n i t e complexity because i t i s made up of many kinds of 

em'otions, So the form of the novel also w i l l be a complex one, 

Woolf herself gives evidence of t h i s complexity when she 

describes her conception of the new novel 

I t w i l l be wri t ten in prose, but in prose which has 
many c h a r a c t e r i s t i c s of poetry . I t w i l l have 
something of the exa l t a t ion of poetry , but much of 
the ordinar iness of prose^j I t w i l l be dramatic, and 
yet not a p l ay j I t w i l l be read, not acted,! By what 
name we are to ' c a l l i t i s not a matter of very great 
importance.^o 

According to .Woolf t h i s new novel would be c loser to poetry in 

i t s form and method, because i t s content, the emotional world, 

i s very much t h a t of poe t ry . She says: 

I t w i l l give as poetry does, the ou t l ine ra ther than 
the d e t a i l . .o ' . I t w i l l resemble poetry i n t h i s t h a t 
i t w i l l give not only or mainly peop le ' s r e l a t i ons to 
each other and t h e i r a c t i v i t i e s together , as the 
novel has h i ther to done, but i t w i l l give the r e l a t i o n 
of the mind to general ideas and i t s so l i loqu ies i n 
soliifude •,««' 

In these respects then the novel or the va r ie ty of 
^he novel which wi l l be wri t ten in time to come wi l l 
ifake on some of the a t t r i b u t e s of poetry, ' I t w i l l give 
the r e l a t i o n s of man to nature , to f a t e ; h is imagination; 
h is dreams. But i t w i l l also give the sneer, the 

46 "Narrow Brid^^of Art", Collected Essays II. p,! 224, 
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contrast, the question, the closeness and complexity 
of life. It will take the mould of the queer 
conglomeration of incongrous things - the modern 
mind. Therefore it will clasp to its breast the 
special prerogatives of the democratic art to prose; 
its freedom, its fearlessness, its flexibility,^' 

This new novel would not be much bothered about fact-recording. 

It will have very little to tell about houses, incomes, 

occupations of its characters. It will be different from the 

sociological novel. It will observe deeply but from a different 

angle. It will express a total view of man, his mind and his 

emotion. So the proper stuff of the novel is the real life, 

that is, every feeling, every thought, every quality of brain 

and spirit. The novelist's problem is one of rendering his 

private vision of the emotional world to the public, of contem­

plating "landscapes and emotions within" and making them visible 

to the world at large." His task will be to enter a new 

subjective world, to follow a method which is "deeper and 

suggestive for conveying not only what people say, but v;hat they 

leave unsaid; not only what they are, but what life is." 

Woolf's view of the new novel is not the result of 

her adherence to any formal positions or literary conventions. 

It is rather the result of her own creative experiments in her 

fiction. So her fiction criticism is artistic-experimental 

^^ Ibid., pp. 224-226. 

^® "A Letter to a Young Foet", Collective Essays II. p. 189. 

^ "Jane Austen", The Common Reader, First Series,(London, 
Hogarth Press, 1975), p. 183. 
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rather than formal or dogmatic. It was her persistent aim 

to convey the "varying, •«, unknovm and uncircumscribed 

spirit .«« vdth as little mixtiire of the alien and external 

as possi"bleo" For her proper stiiff of fiction is not houses 

and towns but the complex world of the mind, the modem 

sensibility. The Edwardian stuff of fiction, that is, the 

house, is replaced by the Woolfian one, the sensibilityo1 

Novels must be true to life, and life does not merely consist 

in the houses in which people live. They should record the 

inner life of the people*- They should picture not the 

external, parading parties, picnics, engagements and 

marriages, but what is going on behind this fabric which 

systematically mask the inner life of people*! The novel for 

50 Woolf, is "a little voyage of discovery*, a survey of new 

areas of consciousnesso^ It is a voyage 'in.' 

For the most characteristic qualities of the 
novel - that it registers the slow grovrth and 
development of feeling, that it follows many 
lives and traces their unions and fortunes 
over a long stretch of time - are the very 
qualities that are most incompatible with 
design and order. It is the gift of style, 
arrangement construction, to put us at a 
distance from the special life and to obli'terate 
its features; while it is the gift of the"novel 
to bring us into close touch with life*' The two 
powers fight if they are brought into combination,; 
The most complete novelist must be the novelist 
v/ho can balance the two powers so that the one 
enhances the other,31 

50 Ibid., po 180. 

'̂̂  ̂ Phases of Fiction", p, 101, 
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In her novels Woolf t r i e d r e l e n t l e s s l y to discover the 

hidden modes of her conscious and unconscious beingo] 

According to her wri t ing i s " that process of self-examination, 

t h a t perpetual effor t to understand one ' s own feeling and 

express i t , , . i n language." (Night and Day, p.] 38) ô  The 

thematic areas which her novels prol@' cons is t largely of the 

personal and inner l i f e of her cha rac te r s . In each of the 

novels one can not ice an ardent s t ruggle of the author " to 
52 understand her mul t i - l eve l l ed re la t ionsh ip with reality.>'*-^ In 

t h i s task , t h a t i s , of r eg i s t e r ing the uncircumscribed, 

d isorder ly inner l i f e of s e n s i b i l i t y , V/oolf finds the t r a d i ­

t i ona l forms of the novel inadequate. The old vehicles are 

not sui ted for her f i c t i o n a l voyage inwards, in to the fresh 

and untraversed areas of the mind. Her attempts at wri t ing 

novels demonstrate a s t ruggle to find a form, an ade'quate 

medium in which she can contain the " incessant shower of 

innumerable atoms" which "shepe themselves in to the 3^fe of 

Monday or Tuesday", by which she can cepture the 'luminous 

halo ' t h a t l i f e i s , by which she can s a t i s f a c t o r i l y enact the 

great drama of consciousness which goes on in the mind of her 

cha rac te r s . Her f i c t i o n presents a gradual development towards 

a new novel which has i t s culmination i n The VarVesol The 

incessant s t ruggle to face the challenge of Mrs.l Brown, who 
55 says: "Catch me i f you can," r e f l e c t s i n her f i c t i on her 

52 
Harvena Richter, p. ' 18, 

^^ "Mr. Bennett and Mrs, Brown", p . 319. 
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str\;iggle to arr ive at an adequate aes the t ic of the novel 

which she formulated in her essays* Her in t en t ion as a 

novel is t i s quite c l ea r ly expressed by the nove l i s t , 

Terence Hewet in The Voyage Out when he t e l l s Rachel: 

What I want to do in v/riting novels i s very much 
what you want to do when you play the piano, I 
expect. We want to find out what 's behind th ings , 
don ' t we? Look at the l i g h t s down the re 
sca t t e red about anyhov/,' Things I fee l come to me 
l i ke l i g h t s •••' I want to combine them , . , ' , j Have 
you ever seen fireworks t ha t make figijr)es? ijoUl I 
want to make f igures .^^ ~̂  

Woolf's whole range of f i c t i o n i s j u s t one great attempt, 

sometimes successful, sometimes f rus t ra ted , at making f igures 

with the fireworks of sens ib i l i tyo This we sha l l be 

examining i n the next che5)ter. 

In her c r i t i c a l essays one f inds an ardent 

enthusiasm to discover a new form for f i c t i on , ' a new vehic le 

to undertake a fresh voyage in to new thematic areasoi Ut te r ly 

disgusted with the Edwardian form and the models of f i c t i on , 

she sympathetically considers the pa the t i c predicament of the 

Georgian wr i t e r s , who with t h e i r awareness of the new r e a l i t y 

were s t ruggl ing to express i t in a s a t i s f ac to ry mediiJim.' They 

fa i l ed to achieve greatness because they had no models to , 

imitate* 

The Voyage Out. (Harmondsworth, Penguin Books, 1970), 
p . 221. 
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Such, I think, was the predicament in which the 
young Georgians found themselves, about the year 
1910» Many of them - I am thinking O'F 
Mr, Fors ter and Mr« Lawrence in p a r t i c u l a r -
s p o i l t t h e i r ear ly work because, ins tead of 
throwing away t h e i r t o o l s , they t r i e d to use themJ 
They t r i e d to compromise. They t r i e d to combine 
t h e i r own d i rec t sense of the oddity and s i g n i f i ­
cance of some character with Mr. Galsworthy's 
knowledge of the Factory acts , Mr, Bennet t ' s 
knowledge of the Five Towns, They t r i e d i t , but 
they had too keen, too overpowering sense of 
Mrs, Brown and her predicament to go on trying i t 
much longer,'55 

I t i s in t r igu ing whi^Woolf chose only these three 

Edwardians as models for the modern w r i t e r . She i s very 

en thus ias t ic in her appreciat ion of Thomas Hardy in whose work. 

Far from the Madding Crowd, she finds a fusilSn of (subject and 

method, form and content, which i s a main point i n her 

c r i t i c i sm , Hardy's poetry and t r ag ic v i s ion , which are the 

main q u a l i t i e s of h is novels , r e l a t e him to the modern 

s e n s i b i l i t y . With the earnestness of a t rue admirer Woolf 

wr i tes : 

In short , nobody can deny Hardy's power - the t rue 
n o v e l i s t ' s power - to make us bel ieve t h a t his 
charac te rs are fellow-beings driven by t h e i r passions 
and id iosyncrac ies , while they have - and t h i s i s the 
p o e t ' s g i f t - something symbolical about them which 
i s common to us all»57 

Her applause of Hardy reaches i t s climax when she c a l l s him 

"the g rea t e s t t r ag i c wr i ter among the English novelistSoj" 

^^ "Mr. Bennett and Mrs, Brown", p , 333. 
56 
•^ "The novels of Thomas Hardy", The Common Reader. Second 

s e r i e s , (London, Hogarth Pre^sJ 1955), Po' 248,i 57 
I b i d . , p . 251o' 58 I b i d . , p , 254. 
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I f such, be Hardy's greatness and his relevance as far as 

modern s e n s i b i l i t y i s concerned, one wonders why V/oolf 

disregards him as a model for the modferns on the very flimsy 

ground t h a t he had published no novels af ter 1895»1 In the 

same way she ca s t s aside Conrad, whom she admirers for his 

genius in combining the outer and inner t r u t h s , i n achieving 

the unif ied s e n s i b i l i t y . HerQ reason for h is i n e l i g i b i l i t y 

^ as a model for the modernS i s t ha t he i s a Pole»i All tha t one 

Can assume from t h i s i s t h a t Woolf was over -en thus ias t ic in 

c r i t i c i s i n g the Edwardians and exposing t h e i r i r re levance i n 

the wake of a changed v i s ion of r ea l i ty* Her obsession with 

t h i s new v is ion of r e a l i t y made her unduly hasty in her 

indictment of the Edwardian legacy of the noveloj 

In Woolf s new concept of the novel ^'surface 

realism and the demands of dialogue are bypassed for t h a t 

search within which i s the touchstone of twent ie th century 
59 ar to" So the new novel must represent the continuum of 

mental events in an adequate way* What i s most important i n 

t h i s new technique i s the rendering of the moments of fee l ing, 

or what Woolf c a l l s the 'moments of being^D in language*! 

Fors ter admires Woolf for t h i s daring venture of unfolding the 

fhuman mind i n the" p r in ted pages of a book. He v/ri tes: 

^^ Mark Goldman, p«< 55. 
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I t i s easy for a nove l i s t to describe what a 
character thinks of; look at Mrs. Humphrey Ward*", 
But to convey the actual process of thinking i s 

/ a c rea t ive feat , and I knov/ of no one except 
Vi rg in ia Woolf who has accomplished i t .oO 

The new form which i s evolved by Woolfs experiments i s the 

product of a personal and complex vis ion of l i f e which 

sens i t ive ly responds to the demands of the inner rea l i ty , ] 

This new design, in the opinion of Mark Goldman, i s "an 

^ e c t i c one, a^ t rad i t iona l and experimental fusion of prose, 
.61 

poetry and drama in a new three-dimensional form.?'" The 

search within, an inward voyage becomes the main concern of 

the new novel which can be ca l l ed the novel of sensibi l i ty ,1 

or ' poe t ic novel,* As c r i t i c Woolf paves the way for t h i s 

new novel and prepares her audience for i t by posing herself 

as a common reader and exercis ing her exq\i is i te s e n s i t i v i t y 

i n the business of d i s i n t e r e s t ed c r i t i c i s m . Her cr t ic ism 

cons i s t s i n an ardent quest for the new r e a l i t y , the ' th ingness 

of things,C3 which should be the proper s tuff of f i c t i o n . One can 

not ice the strong vein of idealism in t h i s quest.) But Woolf i s 

no dreamy i d e a l i s t , ' Her f i c t i o n reveals a genuine struggle to 

find an adequate form to express the proper s tuff of f i c t i on , to 

make the genre meet the demands of her ovm v is ion of r e a l i t y . In 

"The ear ly novels of Vi rg in ia V/oolf, Abinger Harvest. 
(Harmondsworth, Penguin Books, 1967), po* 126,i .. 

^'^ Mark Goldman, p, ' 55.^ 
^^ William Troy, "Virginia Woolf̂ r The Novel of ^Sensibility" 

Vi rg in ia Woolf. A Col lect ion of C r i t i c a l Essavs ( l979) ,pp.26-
^ Leon Edel, "The Novel as Poem", Vi rg in ia Woolf,' pp,l 6 > 6 9 . 
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doing t h i s she fea r l e s s ly t respasses in to the realm of 

poetry and dreona to find a method, to render the inner l i f e 

of people i n i t s t o t a l i t y . 

Any method i s r i g h t , every method i s r i g h t , t ha t 
expresses what we wish to express, i f we are 
wr i t e r s ; tha t br ings us c loser to the n o v e l i s t ' s 
i n t en t ion i f we are readers .64 

This throws l i g h t upon the unorthodoxy of her pos i t ion as 

c r i t i c . Cr i t ic ism to her i s not a matter of t heo re t i c a l 

absolutes, but a matter of re la t iv i sm, of adjustment with the 

changing na ture of r e a l i t y . While her c r i t i c i s m i s a r t i s t i c -

^ ejcperimental, her methods are subjective... Her novels too are 

experiments in the new rhe to r i c of f ict iono They r e f l e c t the 

attempts of t h e i r author to come to "irips with the nev; r e a l i t y . 

Hence they are' subjective in tone and poe t ic i n spir i t ;1 William 

Troy finds i n Woolf "the dominant metaphysical b ias of a whole 

generation" which '"brought with i t i t s own version of an 

aes the t i c" , and "supplied a medium which involved no values 
65 other than the primary one of se l f -express ion ," Whereas Leon 

Edel looks at Woolf s novels as attempts to "obtain given 

ef fec ts of experience by a constant search for the condit ion of 

of poe t ry . " I f one t r i e s to l ink Woolfs experiments in 

f i c t ion with the s p i r i t of her contemporaries one can see t h a t 

she was not a loner in the f i e l d of f i c t i o n a l innovationism.! C j 

^^ "Maderjn F ic t ion" , Collected Essays, vo l . 2 . , p . | 108.' 
^ "Virginia Woolf: The Novel of S e n s i b i l i t y " , pp.! 26-27,' 
^^ "Novel as Poem", p.1 63. 
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Woolf's exp lo i t s are not the r e s u l t of an individual attijEude. 

In them one can not ice the attempts of Bloomsbury idealism to 

find an 'Subjective c o r r e l a t i v e , ' Woolf shares Lawrence's 

enthusia'sm to make a r t the expression of wholeness, and 

F o r s t e r ' s concern to connect the prose with the passion in man, 

Woolf also ^ 'part icipated fu l ly in the s ign i f i can t sh i f t of 

emphasis, inaugurated "by Henry James, from the outer social 

world - as explored "by-BalzaS) o^ '^^^ n a t u r a l i s t s - to the 

s e n s i b i l i t y with which t h a t outer world i s appreciated and 

felto'" Her memorable feat, as a c r i t i c cons i s t i n her attempts 

to make f i c t i o n adequate to ' the v is ion of the novelist , ] With 

the fervour of a romantic i d e a l i s t she d is regards the curb and 

curtai lment of t r a d i t i o n and conventions in the i n t e r e s t of 

what she considers as the main thing in f i c t i o n . How far she 

succeeds i n f u l f i l l i n g the promise of a nev/ type of novel can be 

ascertained from a study of her major novels . 

^^ I b i d , , p,. 68, 
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CHAPTER I I 

VIRGINIA WOOLF: THE NOVELIST AT WORK 

V i r g i n i a V/oolf 's nove l s r e p r e s e n t an a r t i s t ' s 

quest for a ' s i g n i f i c a n t form' , i n o rder t o r e p r e s e n t t h e new 

view of r e a l i t y , t o perform new f i c t i o n a l t a s k s . ' Woolf 's 

c a r ee r as a n o v e l i s t i s a p r o t r a c t e d s t r u g g l e t o a r r i v e a t an 

adequate medium for her v i s i o n of r e a l i t y . One can n o t i c e 

t h i s s t r u g g l e of the a r t i s t r i g h t from t h e The Voyage Out 

(1915) t o Between the Acts (1941) . My t a s k i n t h i s c h ^ t e r i s 

t o observe t h i s s t r u g g l e and determine t h e n a t u r e of i t s 

r e s u l t s as f a r as a new a e s t h e t i c of the novel i s concemedo 

'Since^ c h a r a c t e r r e v e l a t i o n i s t h e main t a s k of t h e nove l , and, 

according t o Woolf, human c h a r a c t e r changed i n or about 1910, 

my f i r s t t a s k w i l l be t o observe and study how Woolf p r e s e n t s 

c h a r a c t e r i n her n o v e l s . By saying t h a t human c h a r a c t e r 

changed, Woolf means t h a t t h e p o i n t of view from which 

c h a r a c t e r i s s t u d i e d underwent a change, t h u s a n t i q u a t i n g t h e 

t r a d i t i o n a l n a r r a t i v e s t y l e . The t r a d i t i o n a l t o o l s d id not 

express c h a r a c t e r s a t i s f a c t o r i l y . Woolf 's c h i e f medium i s 

s e n s i b i l i t y , . S e n s i b i l i t y i s an ins t rument t o r e v e a l and 

unrave l human c h a r a c t e r . I t becomes a spectrvun from which 

human c h a r a c t e r can be observed, and c l o s e l y s^jidied. So t h e 

nove l s becomes a human drama played w i t h i n t h e i nne r f o l d s of 

s e n s i b i l i t y which g ives form and subs tance t o c h a r a c t e r and 
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thus i t also supplies form and design for the novel.i Few of 

Woolf's claaracters are presented by means of d i r ec t 

descr ip t ion in the t r a d i t i o n a l way. The reader i s not 

presented with a d i r ec t r eve la t ion of character , ' What he gets 

i s the impressions which a p a r t i c u l a r character c rea tes on the 

s ens ib i l i t y of o thers . So characters in V/oolf's novels are 

revealed ^either by means of the influence they have on other 

charac te rs ' minds, or through t h e i r own s e l f - r e f l e c t i o n s or 

inner monologues« 

The Voyaffie Out, in which Woolf was not ful ly 

successful in her abandonment of the old form, employs t h i s 

method of s e n s i b i l i t y as v i a media for the gradual reve la t ion 

of charac te r . We f i r s t see Rachel through the mind of Helen 

Ambrose: 

Helen looked at her. Her face v/as weak ra ther 
than decided, saved from i n s i p i d i t y by the large 
enquiring eyes; denied beauty, now tha t she was 
shel te red indoors, by the lack of colour and 
de f i n i t e ou t l ine . Moreover, a he s i t a t i on in 
speaking, or ra ther a tendency €to use the wrong 
words, made her seem more than incompetent for 
her years . Mrs. Ambrose, who had been speaking 
much 'at random, nov/ r e f l ec ted tha t she ce r t a in ly 
did not look forward to the intimacy of three or 

/ four weeks on board ship which was threatened, ' 
Women of her own age usually boring._h<|r,_ she 

I supposed tha t g i r l s would be worse, "She glanded 
at Rachel again. Yes how c lear i t was t h a t she 
would be v a c i l l a t i n g , emotional, and when you said 
something to her itCwould make no more l a s t i ng 
impression than the stroke of a ship upon water,i 
There was nothing to take hold of in g i r l s -
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nothing hard, permanent, s a t i s f ac to ry . 

Here we have a casual impression created by Rachel upon the 

mind of Helen, So the pil i ture impress ionis t ic aiid^_e]Lusiye«i 

We have a de f in i t e feel ing t h a t there i s much more to be 

discovered about Rachel, which stands in tens ion with the 

i n i t i a l mental p ic ture of Helen, .So the process of 

unravel l ing character in Woolf's novels i s gradual and f l e e t i ng , 

most l ike the nature of our impressions. The same i s the 

process used in the other ear ly novels l i k e Night and Day and 

Jacob 's Room, The character of Katherine Hilbery in Night and 

Day i s f i r s t int'ioduced as i t impresses i t s e l f upon the mind of 

another character , Denham^ This p ic tu re i s iEtcomplete and 

inadequate and so i s the p i c tu re of Katherine which Mary Datchet 

t r i e s to draw in her mind: 

, . , Mary f e l t herself baffled, and put back ag-ain 
in to the pos i t ion in which she had been at the 
beginning of t h e i r t a l k . I t seemed to her t ha t 
Katherine possessed a curious power of drawing near 
and receding, which sent a l t e rna te emotions through 
her far more qxoickly than was usual , and kept her 
in a condit ion of curious a l e r tnes s . Desiring to 
c l a r i f y her, Mary bethought her of the convenient 
term ' e g o i s t , ' 

'.She's an e g o i s t ' , she said to herself , and stored 
t h a t word to give to Ralph one day when, as i t would 
c e r t a i n l y f a l l out, they were discussing Miss 
Hilbery,2 

This technique of-unravel l ing character by mê aife of p a r t i a l and 

-1 

The Voyage Out (Harmonds.WQrth, Pengixin Books, 1970), p,i 16, 

Night and Day (Harmondsworth, Penguin Books, 1969), pp, 53-54, 
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"iEbomplete mental p i c tu res r e f l e c t s Woolf's refusal oi^ 

i n a b i l i t y to circumscrilDe human beings to a fixed charactero' 

This i s due to her ov/n view of human pe r sona l i ty as a 

continual flux of f l ee t ing impressions which are tumultous 

and cont radic tory . This 'uncircumscribed s p i r i t ' or ' l i f e ' 

does not r ead i ly submit to any verbal f i x i t y because i t i s 

one thing now, and another l a t e r . I t i s continuously changing 

and the attempt to a r r e s t i t and to confine i t within the 

c ^ s u l e s of language i s a desparate task which Woolf undertakes 

in her novels . In Jacob' s Room Jacob 's character i s not 

immediately presented as a fixed e n t i t y . He i s revealed 

gradually through the effect he produces on the other people 

in the novel . He does not reveal himself by what he says or 

does but by what others think of him. For ins tance the 

impression he c rea tes \ipon Mrso Norman who t r a v e l s in a t r a i n 

to Cambridge with him helps in presenting his character to the 

reader . 

Nobody sees anyone as he i s , l e t alone an e lder ly 
lady s i t t i n g opposite to a strange young man in a 
railway ca r r i age . They see a v;hole - they see a l l 
^ r t s of things - they see themselves . . .oj MrW.* 
"Norman now read three pages of one of Mr. Morr is ' s 
novels . Should she say to the young man (and af ter 
a l l he was the same as her own boy): ' I f you want 
to smoke, don' t mind me'? No: he seemed absolutely 
ind i f fe ren t to her presence . . . she did not wish to 
i n t e r r u p t . 

But since, even at her age, she noted his 
indifference presumably he was in some way or other -
to her at l ea s t - n ice , handsome, i n t e r e s t i n g , 
d is t inguished, well b u i l t , l ike her own boy? One 
must do the best one can with her r e p o r t . Anyhow, 

file:///ipon
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t h i s was Jacot) Flanders, aged nineteen. I t i s no 
use t ry ing to s-um people up. One must follow 
h in t s , not exactly what i s said, nor yet en t i r e ly 
what i s done . . . ^ 

The p ic tu re we get of Jacob i s only sustained "by the impressions 

of other people in the novel. We can only see him through the 

eyes of o the r s , as he presen ts himself to the di f ferent moods 

and temperaments of d i f fe ren t charac te rs : 

' I l i k e Jacob Flanders? ' wrote Glara Durrant in 
her d ia ry . 'He i s so unworldly. He gives himself 
no a i r s , and one can say what one l i k e s to him, 
though he ' s fr ightening because . . . . ' 'No, no, n o , ' 
she sighed, standing at the green-house door, 
' d o n ' t b re ,^ - don ' t spo i l ' - what? something 
inf initely'iA/onderf u l . ^ 

The f u t i l i t y of circumscribing or denominating character , of 

which Woolf was very sens i t i ve ly aware, i s re f lec ted in C la r a ' s 

anxiety in not breaking or spoi l ing "something i n f i n i t e l y 

wonderfulQ" the character of Jacob Flanders . This romantic 

impression of Clara i s of fse t by the se r i e s of r e f l ec t ions 

about Jacob tha t are going on in other peoples ' minds: 

Betty Flanders was romantic about Archer and tender 
about John; she was unreasonably i r r i t a t e d by Jacob 's 
cliimsiness in the house.5 

and again in the mind of Captain Barfoot, Jacob i s presented: 

Captain Barfoot l iked him best of the boys; but as 
for saying why . . . . I t seems then tha t men and women 
are equally at f a u l t . I t seems tha t a profound, 

Jacob 's Room (Harmondsworth, Penguin Books, 1965), p.' 28, 

^ I b id . , p . 67. 
5 

Ib id . , p . 68. 
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impar t i a l , and absolute jus t opinion of our fellow 
crea tures i s u t t e r l y unknown. Ei ther we are men, or 
we are women.' Ei ther we are cold, or we are 
sent imental . Ei ther we are young, or growing old. 
In any case, we are "but a procession of shadows, and 
God knows why i t i s t h a t we embrace them so eagerly, 
and see them depart with such anguish, being » 
shadows. And, why, i f t h i s and TQuch more i s t r ue , 
why are we yet surprised in the window corner by a 
sudden vis ion tha t the young man in the chair of a l l 
th ings in the world the most r e a l , the most sol id , 
the bes t known to us - why indeed? For the moment 
a f te r we know nothing about him, 

Such i s the manner of our seeing. Such the 
condi t ions of our love,6 

In t h i s passage, in which one can not ice the ra ther too 

predominant author ia l presence, a conviction about the inadequacy 

and the inconsequent!a l i ty of our knowledge about one another i s 

expressed. This i s the reason why a s ingle p o r t r a i t of a 

p a r t i c u l a r character cannot be i so l a t ed from Woolf's novels by 

means of descr ip t ion or dramatization. Her characters lack the 

s o l i d i t y whlch ; Ie^s : i t se l f to descr ip t ion or na r ra t ion . 

F o r s t e r ' s c r i t i c i sm of Woolf's novels, though ijnjustified, 

springs from t h i s f ac t . He says: 

Now there seem to be two sor t s of l i f e in f i c t ion , 
l i f e on the page, and l i f e e t e r n a l . Life on the 
page she could give; her characters never seem 
unreal , however, s l i gh t or f an ta s t i c t h e i r l inear 
ments, and they can be t rus ted to behave sppropr ia te ly . 
Life e t e rna l she could seldom give; she could seldom 
so por t ray a character t ha t i t was remembered af te r ­
wards on i t s own account, as Emma i s remembered, for 
ins tance . , , . 7 

7 
Ib id . 
E.M. Fors te r , "Virginia Woolf", Virg in ia Woolf; A Collect ion 

of C r i t i c a l Essays, Twentieth Century Views .Series, edited 
by Cla i re 'Sprague (New Delhi, Prent ice-Hal l of India Limited, 
1979), p . 19. 
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Forster i s speaking about character which corresponds to 

the t r a d i t i o n a l point of view which WooLf disregards in her 

novels because, according to her, human character changed 

and she i s looking at i t from a point of view different from 

tha t of Jane Austen or Dickens. She does not create 

character in consonance with t r a d i t i o n a l expectations of 

character in the novel*' Joan Bennet po in t s t h i s out when 

she says: 

Vi rg in ia Woolf came to bel ieve tha t a l l def ini t ion 
of 'o'haracter involved such a refusal to come near 
and t h a t character in the sense in which the word 
i s used of persons in f i c t i on or, as often as not 
in biography, does not ex i s t in r e a l l i f e , ' I t i s 
poss ib le tha t the impression tha t she does not 
c rea te c lear or memorable characters i s due to the 
fact her p o r t r a i t s are of a d i f ferent kind from Q 
those to whicli the reader of f i c t i on i s accustomed. 

I 
I 

Jus t as the pos t - impress ionis t pa in te r s looked at and 

represented r e a l i t y | in a new way, Woolf t r i e d to look at 

character in a new and d i f fe ren t way from her predecessors.* 

She was unwilling to circumscribe human nature , 'Mrs. BrownJ 

v/ithin the s t r i c t and c l ea r ly definable l imi t of character . 

Her novels and her charac ters exemplify thdS. In To the 

Lighthouse Mrs. RJamŝ â î sl r e f l e c t i o n on the natuxe of self 

s l i p s i'nto t h i s c h a r a c t e r i s t i c withdrawal. 

. . . one after another, she, Li ly , Augustus 
Carmichael must f ee l , our ^ p a r i o n s , the things 
you know us by, are simply ch i ld i sh . Beneath 
i t i s a l l dark, i t i s a l l spreading, i t i s 

o 
Joan Bennett, Virg;inia Woolf, Her Art as a Novelist, (London, 
Cambridge University Press, 1975), p. 22. 
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unfathomabiy deep; but now and again we r i s e to 
the stirface and t h a t i s what you see us by.9 

I t i s t h i s sharp awareness of what i s beneath the surface, of 

something ' d a r k ' , ' a l l spreading ' , and 'unfathomabiy deep ' , 

t ha t makes Woolf d i s s a t i s f i e d with the ' a p p a r i t i o n s ' , the 

' t h ings you knov/ us by , ' In The Waves Bernard shares V/oolf's 

complex v i s ion of human nature and says: 

10 I am not one and simple, but complex and many. 

Woolfs method of charac te r iza t ion i s cumulative 

because her understanding of human nature too i s cumulative. 

Her charac te rs , though they operate only on the plane of 

s e n s i b i l i t y , e n l i s t our imaginative sympathy. They are seen 

only through glimpses and the v/riter e l iminates from her books 

the i l l u s i o n of the a l l - see ing eye. She makes us see the 

complex, e lusive human nature with ou'^ own imperfect visiono 

" I t i s sympathy ra ther than judgement t ha t she invokes, her 
11 

personages are apprehended ra the r than comprehended." This 

r e f l e c t s Woolfs en thus ias t i c surrender to the BergSonian idea 

of the world of flux and individual i n t u i t i o n , vjhich together 

with G.E, Moore's P r inc ip les of perception helped her to 

perceive r e a l i t y in a way which became i n t r i n s i c to her 

subjective methods. The medium therefore , involved the primary 

" To the Lighthouse (London, Everyman's Library, 1967), pp.72-73.1 

^^ The Waves (London, Hogarth Press , 19^3), p . 55. 
11 

Joan Bennett, op c i t , , p . 27. 
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Value of se l f -express ion, the l iv ing s p i r i t of the subjective 

novel. Her method i s so adopted to express t ha t 'di£5)hanous 

envelope' with which she surrounds her charac te rs and with 

which she orders her f i c t i o n a l world, William Troy shows the 

imperativeness of the method of sub jec t iv i ty to V/oolf: 

The subject ive mode i s the only mode especia l ly 
designed for temperaments immersed in t h e i r o\m 
s e n s i b i l i t y , obsessed with i t s movements and 
v a c i l l a t i o n s , fascinated by i t s i n s t a b i l i t y o>» 
i t was alone capable of project ing the s e n s i b i l i t y 
which because i t has remained so uniform throiighout 
her work we may be permitted to c a l l Mrs* V/oolf' s 
own.12 

The l i f e of individual s e n s i b i l i t y in a world of flux i s Woolf's 

primary concern as a nove l i s t , She watches the movements, 

v a c i l l a t i o n s and i n s t a b i l i t y of t h i s s e n s i b i l i t y and t r i e s to 

present a convincing record of t h i s with aS l i t t l e mixture of the 

a l ien as poss ib l e . For t h i s purpose she adopts the subjective 

or confessional method to probe in to the new areas of her 

cha rac te r s ' s e n s i b i l i t y , as she probed in to her own. The novel, 

for V/oolf, becomes a form of se l f -d isco very, a probe in to the 

d i f ferent modes of her own being. This she does by exploi t ing 

the i n f i n i t e p o s s i b i l i t i e s of the genre^ Her problems as a 

nove l i s t are succinct ly recorded by Joan Bennett: 

She was impelled by her ov/n "vision of l i f e " to 
emphasize the f l u i d i t y of human pe r sona l i ty ra ther 
than i t s f ix i ty , ' She perceived the va r i e ty of 

^^ William Troy, "Virginia Woolf: The Novel of .Sensibil i ty" 
Virg in ia Woolf, A Col lect ion of C r i t i c a l Essays. Twentieth 
Century Views Ser ies . C1979). P, 27. 
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impressions made by one person upon the people round 
liim and liis owi ever-clianging consciousness of the 
surrounding world. Consequently, ins tead of defining 
an i d e n t i t y or epitomizing i t i n a p a r t i c u l a r 
inc ident , she i n v i t e s us to discover i t by l iv ing in 
the minds of her. charac te r s , or in the minds of o thers 
with whom they come in to contact . The discovery can 
only be made by a gradually acqiiired intimacy. 13 

A passage from The Waves which presents Bernard 's s e l f - r e f l e c t i o n 

expresses j u s t t h i s view: 

A space was cleared i n my mind. I saw through the th ick 
leaves of habit.f Leaning over the ga te , I r egre t t ed so 

'i much l i t t e r , so much unaccomplishment and separat ion, 
for one cannot cross London to see a fr iend, l i f e being 
so f u l l of engagements; nor take ships to India to see a 
naked man spearing f i sh in blue water. X said l i f e had 
been imperfect, an unfinished phrase . I t has been 
impossible for me, taking snuff as I do from any bagman 
met in a t r a i n , to keep coherency, t ha t sense of genera­
t i o n s , of women carrying red p i t che r s to the Nile , of 
the n ight ingale who sings among conquests and 
migrations . . . . 

Bernard 's r e f l e c t i on on the nature of l i f e and i t s imperfection 

throws l i g h t on the busy world of engagements, and his own 

incapab i l i t y to be cons is ten t , to keep " tha t sense of generat ions", 

explains why character cannot be a c l ea r ly definable absolute to 

Virg in ia Woolf. I t always remains an "unfinished phrase.f Woolf 

j s t r e s ses the elements of d iscont inui ty i n the human persona l i ty 

which for her cons is t i n the undercurrents of shi f t ing impressions.] 

Thus by taking the moiald of the modern mind i t s e l f , Woolf s novels 

t r y to represent the f l ee t ing natiire of modern sens ib i l i ty . ] So 

s e n s i b i l i t y becomes both the form and the theme of Woolf s novels.^l 

13 
Joan Bennett, op c i t . , pp. 31-32. 
The Waves, p . 201 .< 
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Psychological r e l a t ionsh ip among the characters 

i s contri"butory to the p a t t e r n of the novel which i s emotional 

ra ther than v i s u a l . This plays the g rea tes t ro l e in building 

up the thematic s t ruc ture of V/oolf's novels, and i s d i r ec t l y 

the influence of Woolf's complex vis ion of human nature and 

r e a l i t y . She t r i e s to p'5Ttray character by exploring the 

emotional r e la t ionsh ip of her charac ters to one another.' So 

• the novel becomes a p o r t r a i t of l iv ing r e l a t i onsh ips painted 

on the canvas of the i n d i v i d u a l ' s s e n s i b i l i t y , an inner drama 

of emotional l i f e expressed in prose charged v/ith poet ic 

overtones. Human nature cannot be c l ea r ly defined as t h i s or 

t h a t in Woolf's novels because Woolf's uiVderstanding of human 

nature i s cease less ly complex. In the words of Bernard in 

The Waves; 

I am not one person; I am many people; I do not 
a l together know who I am - Jinny, Susan, Nevi l le , 
Rhoda, or Louis; or how to d i s t inguish my l i f e 
from the i r s . 15 

What Bernard seems to be giving expression to i s his basic 

. androgeneity, his v is ion of himself as a whole cons t i tu ted by 

his r e l a t i onsh ips to other people in the novel . Later in the 

novel, i t i s Bernard again who svms up the whole rhythmic 

movement of the novel which i s made up of the rhythmic movements 

of six peoples ' l ives . ' So Bernard epitomizes Woolf's idea of 

androgyny which she uses i n t h i s novel as a device to shov/ t h a t 

^^ The Waves, p . 196. 
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character i s no single th ing . Different charac te rs are bound 

up with one another and express one another, thus forming a 

per fec t ly coherent androgynous whole. Relationship again i s 

^ t h e S^hief focus of character in Mrs» Dalloway. Relationship 

"between Peter Walsh and C la r i s sa cont r ibutes to the s t r uc tu r a l 

so l id i ty of the book.' Peter comes in as an in ter r i ip ter or a 

destroyer of C l a r i s s a ' s domesticity, even her marriage. His 

dominance over her as a lover was i n to l e r ab l e to her.' The 

scene between them in C l a r i s s a ' s house i s evocative of the 

kind of r e l a t ionsh ip t ha t e x i s t s between them. 

"V/ell, and what 's hsppen%l to you?" she said. So 
before a b a t t l e begins, ' the horses paw the groijnd; 
t o s s t h e i r heads; the l i g h t shines on t h e i r f lanks; 
t h e i r necks curve. So Peter Walsh and Clar i ssa , 
s i t t i n g side by side on the blue sofa, challenged 
each o ther . His powers chafed and tossed in him. 
He assembled from di f fe ren t quar ters a l l so r t s of 
th ings ; p ra i s e ; h is ca r re r at Oxford; his marriage, 
which she knew nothing whatever about; how he had 
loved; and al together done his job.16 

C l a r i s s a ' s r eas se r t ion of her l i f e and domesticity can be seen 

in her pa r t ing words when he leaves: "Remember my par ty tonight" 

which becomes a rhythm in his consciousness as he takes a 

morning walk. Their r e f l e c t i ons on each other contr ibute in 

providing the reader an ins igh t in to t h e i r character«'i 

The re la t ionsh ip between C la r i s sa and Septimus 

mirrors the d iv is ion of the sel f . Septimus, though Cla r i s sa 

Tg 
Mrs. Dalloway. (Harmondsworth. Penguin Books, 1964), p.' 50. 
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never even sav him, i s her ' double ' , a secre t sharer of her 

suppressed l i f e and he represents what she might have been. 

At the par ty the news of his death brings to her an awareness 

of her own s t ruggle with l i f e , her own comprorriise,! The 

characters in the book l i ve but in the re la t ionsh ip they have 

with one another* The book i s not about C l a r i s s a or Peter 

Walsh or Septimus. I t i s about human l i f e i t s e l f , i t s misery 

and happiness and i t s f ina l consummation in death,; Vi rg in ia 

Woolf's a r t i s not pr imari ly applied to the drawing of 

individual memorable f igures in her novels . VJ'hat she i s mainly 

concerned with i s to present l i f e as i t i s . This she does by 

following the workings of the individual minds. So we doQ not 

have charac te rs systematical ly developed in sequence, or 

epitomized i n def in i te ac t ion. Instead ^e have di f ferent 

consciousness and t h e i r movements cons t i tu t ing the rhythmic 

movement of the human s p i r i t , which unfolds i t s e l f in the novel, 

not by means of continuous na r ra t ive but by the j u x t p o s i t i o n 

of d i f ferent movements of the individual minds. 

In To the Lighthouse, other people are revealed 

only in t h e i r re la t ionsh ip to Mrs. Ramsay and contr ibute to the 

revea la t ion of her pe r sona l i ty , 'A continual sh i f t ing from mind 

to mind throws l i g h t on the nature of r e l a t ionsh ip among the 

charac te r s . For instance L i l y ' s r e f l ec t ion on Charles Tansley 

at the dinner t ab l e c l ea r ly reveals the natiure of the r e l a t i o n ­

ship t ha t e x i s t s between them. The passage i s s igni f icant 
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because i t reveals the mutual understanding of the two in 

the face of a wrecked r e l a t i o n s h i p . 

He Was r ea l ly , Lily Briscoe thought, i n c i t e of 
h is eyes, "but thenJLook at h is nose, look at his 
hands, the most i^^mohsrc&Ji&j'^^^a'^ being she had 
ever met. Then why'̂ "'d.id she'^mind what he said? 
Women can ' t wri te , women can ' t pa in t -- what did 
i t matter, coming from him, since c l ea r ly i t was 
not t rue to him but for some reason helpful to him, 
and t h a t was why he said i t ? Why did her whole 
being bow, l ike corn under a wind, and erect i t s e l f 
again from t h i s abasement only with a great and 
r a the r painful effor t? She must make i t once more.! 
There ' s the spring on the t ab le c lo th ; t h e r e ' s my 
pa in t ing ; I must move the t r ee to the middle; t ha t 
mat ters - nothing e l s e . Could she not hold fas t to 
t h a t , she asked herse'l'f, and not lose her temper, 
and not argue; and i f she wanted a l i t t l e revenge 
take i t by laughing at him. 

'Oh, Mr. Tansley, ' she said, 'do take me to the 
Lighthouse with you. I should so l o v e . ' 

She was t e l l i n g l i e s be could see. She was saying 
what she did not mean to annoy him, for some reason. 
She was laughing at him. He was in his old f lannel 
t r o u s e r s . He had no o the r s . He f e l t very rough, 
i s o l a t e d and lonely . He knew tha t she was t ry ing to 
t ease him for some reason; she d i d n ' t want to go to 
the Lighthouse with him; she despised him; so did 
Prue Ramsay; so did they a l l . ' ' But he was not going 
to be made a fool of by women, so he turned deliberi:j 
r a t e l y in his chair and looked out of the window and 
said, a l l in a jerk , very rudely, i t would be too 
rough for her tomorrow. She would be s i ck . I7 

•Since human persona l i ty i s revealed by recording 

inner monologues of charac te r s , s t o r i e s and sequences have 

disappeared from Woolf's novels . What we have ins tead 'Xfs 

some emotional t remulat ions shov/ing the ebb and flow of l i v e s , 

the condit ion of peoples ' mind. V/oolf's disappointment with 

^'^ To the Lighthouse, p . 100, 
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fhe t r a d i t i o n a l s t ruc ture of sequence and story i s well 

expressed by Bernard in The Waves: 

But what are s to r i e s? Toys I tw i s t , bubbles I blow, 
one r ing passes through another. -And sometimes I 
J39gin to doubt i f the re are s tor ies . ' 'Q 

Woolf's v i s ion of l i f e cannot be ef fec t ive ly commimicated by 

means of "Toys I twis t , bubbles I blow." Real i ty i s too 

elusive to be contained within the bounds of a sequence*" The 

ebb and flow human s e n s i b i l i t y i s not the sor t of thing tha t 

one can express in a log ica l sequence. I t ex i s t s in the mind, 

but not perhaps, as the universe of Newton existed.^ Hence i t 

cannot be studied, defined, measvired and reduced to general 

" laws." I t can only be t raced by following closely the t i d e 

of fee l ings in peop le ' s mind. <And so the nove l ' s p a t t e r n i s 

emotional ra ther than sequential because the nature of the 

r e a l i t y expressed in the novel i s emotional and not log ica l . ' 

The r e a d e r ' s cur ious i ty about what happened next also 

disappears and he i s made to watch the rhythmic ebb and flow 

of lovep In To the Lighthouse Mrs. Ramsay r e f l e c t s : 

But what have I done with my l i f e? thought Mrs.' Ramsay 
taking her place at the head of the t ab l e and looking 
at a l l the p l a t e s making white c i r c l e s on i t . , . ' . At 
the far end, v/as her husband, s i t t i n g down, a l l i n a 
heap, frowning;! W-hat at? she did not know.) She did 
not mind. She could not understand how she ever f e l t 
any emotion or any affect ion for him. She had a sense 
of being pas t everything, through everything, out of 
everything, as she helped the soxip, as i f there was an 

18 The Waves, p . 103» 



57 

eddy - ttiere - and one could be in i t , or one 
could be out of i t , and she \tfas out of i t , i I t ' s 
a l l come to an end, she thought, v/hile they came 
in , one after another, Charles Tansley - ' S i t 
t he r e , p l e a s e ' , she said - Augustus Carmichael -
and sa t dowi, And meanwhile she waited, pass ively , 
for someone to answer her, for something to hgppeno* ° 
But t h i s i s not a thing she thought, lad l ing out 
soup, t ha t one says. ' '^ 

From t h i s r e f l e c t i on on the f u t i l i t y of her l i f e she switches 

over to a d i f fe ren t mood, t h a t of p i t y for William Bankes: 

- poor mani who had no wife and chi ldren , and 
dined alone in lodgings except for to -n igh t , and 
i n p i t y for him, l i f e being now strong enough to 
bear her on again, sh'e^ began a l l t h i s business, 
as a s a i lo r not without weariness sees the wind 
f i l l h is s a i l and yet hardly wants to be off again 
and th inks how, had the ship sunk, he would have 
whirled round and found r e s t on the f loor of the 
se a. 20 

The same enactment of the moment of feel ing i s shown again i n 

Li ly Br i scoe ' s mind: 

Li ly Briscoe watched her d r i f t ing in to t ha t strange 
no-man's land where to follow people i s impossible 
and yet t h e i r going i n f l i c t s such a c h i l l on those 
who Watch them t h a t they always t r y at l e a s t to 
follow them with t h e i r eyes as one follows a fading 
ship u n t i l the s a i l s have sunk3}beneath the horizon,' 

How old she looks, how worn she looks, Li ly 
thought, and how remote. Then when she turned to 
William Bankes, smiling, i t was as i f the ship had 
turned with some amusement because 'sshe was re l ieved, 
why does she p i t y him? For t ha t was the impression 
she gave, when she t o ld him tha t h is l e t t e r s were in 
the hallo Poor William Bankes, she seemed to be 
saying, as i f her own weariness had been p a r t l y 

f̂"̂  To the Lighthouse, pp. 96-97. 

^° I b i d . , p . 97. 
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pi ty ing people, and tbe l i f e i n her, her resolve 
to l i v e again, had been s t i r r e d by p i ty . ' ^ ' 

Project ion of the 'moments of being' as v;e have 

j u s t seen in the passages above, i s again the technique 

followed in The Waves*' The V/aves t r aces the pa t t e rns of 

feeling of s ix d i f ferent people through d i f fe ren t phases of 

t h e i r l i v e s . . These rhythmic pa t t e rns correspond to the 

rhythmic ebb and flov/ of the waves in the sea» The characters 

express t h e i r moments of feel ing through inner monologues 

which are poet ic and l y r i c a l . The outside world i s presented 

tlirough the chorie in te rven t ion of the dramatic i n t e r ludes , 

wh£ch provide a background -against which the characters reveal 

t h e i r 'moments of be ing . ' The whole novel can be said to be a 

j i rctaposi t ion of these 'moments of being' as they are presented 

by d i f ferent characters in t h e i r so l i loquies in sol i tude. ' At 

the end of her school time, Susan looks forward to being at 

home: 

I sha l l throw myself on a bank by the r i v e r and 
watch the f i sh s l ip in and out among the reeds.1 
The palm of my hands wi l l be painted with pine 
needles . I shal l there unfold and take out 
whatever i t i s tha t I have made here; something 
hard. For something has grown in me here, 
through the winters and sujnmers, or s t a i r ca se s , 
in bedrooms. I do not want, as Jinny wdints, to 
be admired. I do not want people, when I come 
in , to look up with admiration. I want to give, 
to be given, and so l i tude in which to unfold my 
possessions.22 

21 Ibid. , Qp. 98^253 
^^ The Waves, p . 39.' 
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TIais longing to give, to be given, seems to be f u l f i l l e d when 

one hears her in her middle age; 

Now I measure, I preserve* At night I s i t in the 
arm-chair and s t r e t c h my arm for my sewing; and 
hear my husband snore; and look up when the l i g h t 
from a passing car dazzles the windows and feel 
the waves of my l i f e tossed, broken, round me who 
am rooted; and hear c r i e s , and see o t h e r ' s l i v e s 
eddying l ike straws round the p i e r s of a bridge 
while I push my needle in and draw my thread through 
the calicoo 

I think sometimes of Perc iva l who loved me«;j He 
rode and f e l l i n India* I think sometimes of Rhodaoi 
Uneasy c r i e s wake me at dead of nighto But for the 
most p a r t I walk content with my sons* I cut the 
dead p e t a l s from hollyhocks. Rather squat, grey 
before my time, but with c lear eyes, p e a r - s h ^ e d 
eyes, I pace my fields»23 

These two passages give a r a the r comprehensive p ic tu re of the 

process of Susan's emotional maturation without burdening the 

reader with the inc idents which accompany i t . The same i s 

the case with Rhoda whose emotional maturation can be t raced 

from two such passagesol Here i s Rhoda at school: 

'That i s my f ace ' , said Rhoda, ' i n the looking g lass 
behind Susan's shoulders - t h a t face i s my face.! But 
I w i l l duck behind her to hid i t , for I am not here.] 
I have no face,^ Other people have faces; Susan and 
Jinny have faces; they are here. Their world i s the 
r e a l world. The th ings they l i f t are heavy.; They 
say Yes, they say No; whereas I sh i f t and change and 
seen through in a second. I f they meet a housemaid 
she looks at them without laiaghing. But she laughs 
at me. They know what to say i f spoken to;r They 
laugh r e a l l y ; they get angry r e a l l y ; while I have to 
look f i r s t and do what other people do when they have 
done i t . 2 ^ 

^^ Ibido, p . 137. 

^^ I b i d . , p . 30-31< 
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One can see tlie hes i t a t ion to face l i f e and the lack of 

self-confidence in these l i n e s which have been transformed 

in to a dread of l i f e in Rhode, the woman: 

Oh l i f e , how I have dreaded you . . • oh, human "beings 
how how I have hated youl̂  How you have nudged, how 
you have in te r rup ted , how hideous you have looked i n 
Oxford s t r e e t how Qsqualid s i t t i n g opposite each 
other s ta r ing in the Tubei . . . How you snatched from 
me the white faces t h a t l i e between hour and hour and 
ro l l ed them into d i r t y p e l l e t s and tossed them in to 
the v/astepaper basket with your greasy paws.' Yet 
those were my l i f e . 

But I yielded. Sneers and yawns v;ere covered with 
hand. I did not go out in to the s t r e e t and break a 
b o t t l e i n the gu t t e r as a sign of rage . Trembling with 
ardour, I pretended t h a t I v/as not surprisedo"!" I f Susan 
and Jinny pul led up t h e i r stockings l i k e t h a t , I pul led 
•mine U£) l i k e tha t a l so . So t e r r i b l e was l i f e tha t I 
held up shade af ter shade. Look at l i f e through t h i s , 
look at l i f e through t h a t ; l e t the re be rose leaves, l e t 
the re be vine leaves - I covered the whole s t r e e t , 
Oxford s t r e e t , P i ccad i l l y Circus, with the blaze and 
r i pp l e of my mind, v/ith vine leaves and rose leavesoi25 

In the same way a l l the charac ters are mirrored through t h e i r 

own r e f l e c t i o n s and we see t h e i r slow and gradual development 

from childhood to maturity and to old age. The novel i s an 

fen^ac^menlJ of the poet ic and emotional drama of t h e i r r e l a t i o n ­

ships and t h e i r a t t i t u d e s towards l i f e , and t h e i r f ina l 

consummation in death: "The waves broke on the shore.*" The 

re l a t ionsh ip among them i s shov/n through t h e i r imaginative 

reac t ions , i n what they fee l about one another, and not i n 

what they do for one another. They seem to be incgpable of any 

^^ I b i d , , p . 145. 
Bctwco?;^th? hc±c. (HcrmondawcA--t:'j. Pongian Bookc.—1-95]j) . 
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s ign i f ican t action and the novel i s devoid of any inc idents^ 

The charac ters l ive in a poetdj^D world of imagination and 

t h e i r main pre-occi5)ation i s t rying to express the rhythmic 

movements of t h e i r consciousness through an imperfect language©' 

'In t h i s they r e f l e c t t h e i r c r e a t o r ' s s t rgggle to find verbal 

expression for the d i f ferent modes of her beingo! 

In Betv/een the Acts too, the poetry of emotional 

r e l a t ionsh ip takes i t s source from the minds of the characters 

and exp'i^esses i t s e l f in t h e i r ref lec t ions* The moments between 

the acts are Woolf's enactment of the drama of emotional tension 

and reso lu t ion of the charac te r s , of the ebb and flow of love. 

The i n t e r v a l s in the love of I s a and Gi les , and t h e i r emotional 

tension are presented through t h e i r s ens ib i l i t y , ' 

Left alone together for the f i r s t time tha t day, they 
were s i l e n t . Alone enmity was bared; also love,' 
Before they s lep t , they must f ight ; af ter they had 
fought, they would embrace. From t h a t embrace another 
l i f e might be bDrn« But they must f igh t , as the dog 
fox f igh t s with the vixen, in the heart of darkness, 
i n the f i e ld s of n ight .25(a) 

This theme of personal r e l a t ionsh ip i s a p a r t of the l a rger 

human comedy which i s enacted in the whole booko| The charac ters 

s t ruggle to define t h e i r r e l a t i onsh ips and the rhythm of t h e i r 

feel ing i s what makes 'between the ac t s ' significant,* For 

ins tance I s a i s t rying to define her fee l ings for Haines, in her 

r e f l e c t i o n s : 

26tg 
Between the Acts (Harmondsworth, Penguin Books, 1953) ,p. 152. 
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Ins ide ttie g lass , i n her eyes, she saw what she 
had f e l t overnight for the ravaged, the s i l e n t , 
the romantic gentleman farmer, ' I n l o v e ' , was 
in her eyes. But outs ide , on the washstand, on 
the dress ing- tab le , among the s i l ve r boxes and 
tooth-brushes, v/as the other love; love for her 
husband, the stockbroker - 'The father of my 
c h i l d r e n ' , she added sl ipping in to the c l iche 
conveniently provided by f i c t i o n . Inner was in 
the eyes; outer love on the dress ing- table , ! But 
what feel ing was i t t h a t s t i r r e d in her now when 
above the looking g la s s , out of doors, she saw 
coming across the lawn the pergjnbulator; tv/o 27 
9iurses, and her l i t t l e boy Ge&rge, lagging behind,' 

Woolf's technique of using s e n s i b i l i t y as form in 

her novels br ings about a fusion of character and form,) In 

Jacob 's Room and Mrs,' DallowaV the subject i s one s ingle 

s e n s i b i l i t y . In To the Lighthouse Mrs. Ramsay i s the cen t ra l 

dominating force which holds the other charac te rs together^l 

The l i v e s of other charac ters in the novel are interminably 

intermixed with the l i f e of Mrs. ReooQsay, They are a l l 

influenced by her even af ter her death. Her memory i s the 

common factor in the minds of the other characters, '! Thus by 

laying the focus on one s ingle s e n s i b i l i t y and presenting other 

charact 'ers only in r e l a t i o n to t h i s s e n s i b i l i t y , V/oolf achieves 

a perfec t \jinion of theme and content . Her novels represent the 

lack of cont inu i ty which i s a cen t ra l c h a r a c t e r i s t i c of the 

movement of s e n s i b i l i t y . S e n s i b i l i t y i s the mirror tb_rough which 

the reader i s given a v i s ion of charac te r . The method of Woolf's 

P7 
Betv/een the Acts« p . 1^. 
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novels i s the same as the method of following one 's ovm. 

impressions, the workings of one ' s sensibi l i tyoi Character 

again i s nothing but a s e n s i b i l i t y seen through other 

s e n s i b i l i t i e s . 

One can also observe the use of cumulative images 

j and the symbolist method in her novels. In To the Lipjhthouse 

the l ighthouse i s used as a symbol unifying the motivations of 

a l l the characters . ' I t i s the common point towards v;hich 

t h e i r des i r e s are or iented . I t d i r ec t s the movement of t h e i r 

thought and s e n s i b i l i t y . I t marks a point of fulfil lment,! 

This symbol gives a convincing unity to the whole book.' The 

novel i s about a cen t ra l action, of 'going to the Lighthouse ' , 

and so the l a s t pa r t involves na r ra t ive and sequential movement,-; 

V/oolf s l i p s in to the na r r a t ive mode towards the end of the 

novel, when Mr. Ramsai'' and his chi ldren are nearing the 

Lighthouse. 

Nov/ they could see two men on the Lighthouse, 
watching them and making ready to meet them.' 

C| Mr, Ramsay battened his coat, and turned up 
his t rousers . ' He took the la rge , badly packed, 
brown paper parcel which Nancy had got ready 
and sat with i t on his knee. Thus in complete 
readiness to land he sa t looking back at the 
i s l and .28 

Perc iva l i n The Waves un i t e s the other sixi charac te rs , and i s 

a source of i n sp i r a t i on for them. lAfter his death in India , he 

r—? 
^^ To the Lighthouse, p . 240. 
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s t i l l remains the l iv ing force uni t ing the minds of the 

other cha rac t e r s . The other characters think of him in 

t h e i r sol i loquieso He provides the common ground for t h e i r 

thought a f te r death. WJifen he i s a l ive , he represents the 

model which the others want to imi t a t e . In t h i s he i s l ike 

the l ighthouse symbol in To the Lighthouse. Both Perc ival 

and the l ighthouse operate as forces motivatiag and 

propel l ing the vd l l of the charac te r s . Devices of rhythm and 

symbolical con t ras t s are used in The V/aves to reveal character , ' 

Characters are revealed through the rhythm of the images in 

t h e i r mind. Each character has an image as a motif; a chained 

beast stamping on the shore for Louis, the willow tr"ee by the 

r i ve r for Bernard, " tha t wild hunting-song, P e r c i v a l ' s music" 

for Nevi l le , These are contras ted with the cumulative image 

of t h e i r l i v e s taken as a whole, the movements of the sea,' 

The Waves i s the most poet ic of a l l Woolf's novels both in 

conception and form, and in method and stylep The charac ters 

seem to be l y r i c a l poets making l y r i c a l utterances,^ The form 

yp. of the novel therefore , i s t h a t of an extended ly r i c , ' 

The Waves exemplifies the extent to which the novel can go in 

search of a form by a t t a in ing to the condit ion of poetry,i 

Joan Bennett speaks of Woolf's use of form as a 

vehicle for two kinds of experience, one on the plane of prose 

and the other on the plane of poetry, ° In Mrs,' DallowaY 

^^ J,Qan Bennett, pp.' I01-102i 
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the re i s a poet ic pa t t e rn probing the e te rna l questions of 

human exis tence . On t h i s plane there are only love, death 

and the evanscent beauty of the world. Whereas in the prose 

pa t t e rn we are given a p i c t u r e of the modern world in a l l i t s 

dark aspects of c l a s s - s t rugg le , economic in secur i ty , neurotic 

temperament and war.- To the Lighthouse also operates on these 

two p lanes . On the prose plane the novel i s about the Ramsays 

and i t r evea ls the character of d i f ferent people connected with 

them. In t h i s plane the novel i s about Woolf's ov/n family.* 

Mr.i Ramsay i s more or l e s s a p o r t r a i t of Les l i e Stephen, and 

Mrs. Ramsay, t h a t of Woolf's mother. In her diary Woolf wr i tes 

of the novel: 

This i s going to be f a i r l y short; to have f a t h e r ' s 
character done complete in i t ; and mother 's and 
S t . Ives ; and child-hood; and a l l the usual things 
I t r y to put in - l i f e , death, e t c . But the centre 
i s f a t h e r ' s character , s i t t i n g in a boat, r e c i t i ng 
we perished, each alone, while he crushes a dying 
mackerel. (May 14, 1925, 'AWD, p . 75).30 

On the poet ic plane the Lighthouse i s a symbol, and i t s a l te rna­

t ing l i g h t and shadow suggest the rhythms of joy and sorrow in 

• ^ l i f e and the a l te rna t ing radiance and darkness of human 

r e l a t i o n s h i p s . In The Waves the descr ip t ive in te r ludes are 

dramatic prose-poems del ineat ing the p a r t i c i p a t i o n of the 

object ive world in the rhythmic movements of the subjective 

world of the characters are about to enter the different walks 

^^ Ruth Z, Temple, "Never Say ' I ' " , p . 93, 
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of l i f e , the complex changes of t h e i r p e r s o n a l i t i e s are 

symbolized by the f l igh t and song of the birdso' 

In the garden the b i rds tha t had sung e r r a t i c a l l y 
and spasmodically in the dawn on t h a t t r e e , on 
t h a t t r e e , on tha t bush, now sang together in 
chorus, s h r i l l and sharp; now together , as i f 
conscious of companionship, now alone as i f to the 
pale blue sky. They swerved, a l l i n one f l i gh t , 
when the black cat moved among the bushes, v/hen 
the cook threv/ c inders on the ash heap and s t a r t l e d 
them. Fear was in t h e i r song, and apprehension of 
pain, and joy to be snatched quickly now at t h i s 
moment. Also they sang emulously in the c lear 
morning a i r , swerving high over the elm t r e e , sing­
ing together as they chased each other , escaping, 
pursuing, pecking each other as they turned high in 
the a i r . And then t i r i n g of pursu i t and f l i gh t , 
lovely they came descending, de l i c a t e ly declining, 
dropped down and sa t s i l e n t on the t r e e , on the wall , 
with t h e i r b r igh t eyes glancing, and t h e i r heads 
turned t h i s way; aware, awake; in tense ly conscious 
of one thing, one object in p a r t i c u l a r . ^ 1 

The poet ic passage i s suggestive of the l i f e of company, 

solitude^ fear and competition which the charac,tters are about 

to begin, Joan Bennett f inds these i n t e r ludes to be 

unsa t i s fac tory because they " in te r rup t the mood of the 

na r r a t i ve , they force the reader to abandon one point of view 

and adopt another,' consequently they d i s tu rb his 'wi l l ing 
32 

suspension of disbelief, '"-^ However, one ge ts the impression 

t h a t they succeed in helping the author to express the 

•luminous halo ' t ha t l i f e i s . In te r rup t ion are inev i tab le i n 

a novel which does not proceed through a progressive 

^'' The Waves, p , 53. ' 
32 

Joan Bennett, p, ' 107. 
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represen ta t ion of motives "because ' ' l i f e i s not a se r i e s of 

gig-lamps symmetrically arranged'^ .So The Waves marks the 

triTjmph of a new formal I t also marks the culmination of the 

poet ic method,' 

I t i s i n Between the Acts, however, t ha t Woolf 

succeeds in achieving a fusion of form and statement,] The 

p r inc ip l e of uni ty in the novel i s to be found in the 

simultaneity of form and statement, because the novel i s t has 

succeeded in "making form p a r t of the statement and statement 

p a r t of the form."-'^ Between the -Acts i s a triun^jh of the 

new form, and Woolf c a l l s i t "an i n t e r e s t i n g attempt in a new 

method'" and a method "more qu in tessen t ia l than the others»'i'" 

/̂ AWD (London), p,1 3527«>' This new method can be ca l led 'novel-

drama' and i t enlarged the p o s s i b i l i t i e s of the novel,] I t i s 

informed by a sense of the r e a l l y dramatic uses of prose and 

poetry, and of poet ic uses of drama. This new method " i s able 

t© express in i t s e l f , by i t s e l f , the conf l i c t of fragmentation 

and continxoity, flux and s t a b i l i t y , chaos and order,'"^^ The 

book cons i s t s of three dramas: drama of the pageant i t s e l f , 

the ' A c t s ' ; drama of the r e l a t i onsh ips of the people, the 

'between the a c t s ' ; and drama of the i n t e r r e l a t i o n s h i p of the 

two dramas themselves,* I t also expresses the problem of 

33 ; 
Ann Y, Wilkinson, "A Principle of Unity in Between the Acts*', 
Virginia Woolf, A Collection of Critical Essavs. p,i 146, 

^ Ibid., p, 148. 

^^ Ibid. 
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36 
o rder and chaos , a r t and s o c i e t y , s t a s i s and f lux . ' Th.e 

pageant symbolizes a r t wtiicti b r i n g s peop le t o g e t h e r , though 

they are i s o l a t e d . Art t h u s becomes a means of s o c i a l 

i n t e g r a t i o n . '".So t h e drjama becomes a p a r t of l i f e ; and l i f e 

e n t e r s i n t o t h e drama.' -Art and s o c i e t y become complementary; 
57 t h e o r d e r l y and t h e c h a o t i c , t h e permanent and t h e mutab le .^ 

Miss La Trobe, t h e a r t i s t , t r i e s t o o rder t h e s o c i e t y by 

p r e s e n t i n g a pageant . ' She i s l i k e L i l y B r i s c o e i n To t h e 

Lighthouse who o r d e r s her l i f e through p a i n t i n g . ] I n t h e same 

, v/ay Woolf i s o rde r ing s o c i e t y and l i f e by see ing them as 

p a r t s of drama. ^She s e e s / a s a con t inuous dramat ic c o n f l i c t 

and us.es,_the dramatic form t o express i t i n t h e novel.* "Drama, 

then , i s form, s ta tement and symbol i n t h e novel. ;"^ I t i s 

p a r t of t h e way of l i f e . I t o r d e r s bo th l i f e and a r t , p i c t u r e s 

t h e c o n f l i c t of l i f e . ' I t c o n s i s t s of t h e c o n f l i c t s between 

i s o l a t i o n and connec t ion , permanence and m u t a b i l i t y , s t a s i s and 
39 flow, ^ p e a r a n c e and r e a l i t y . These are t h e d i f f e r e n t l e v e l s 

which show t h e fundamental c o n f l i c t between t h e Masculine 

P r i n c i p l e and t h e Feminine P r i n c i p l e which Woolf observed bo th 

i n l i f e and i n a r t , ' But drama r e v e a l s t h e i d e n t i t y of t h e s e 

o p p o s i t e s . The dramatic p r i n c i p l e i s d i a l e c t i c a l and sugges t s 

t h a t a l l t h i n g s imply t h e i r oppos i tS^ and c o n t a i n them.^ The 

l a s t ac t of t h e Pageant shows t h e i n t e r r a c t i o n between a r t and 

3^ 
I b i d . , p . 148. 

38 

I b i d . 

^^ I b i d , 

I b i d . , p . 153. 
39 
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l i f e . Art , therefore , implies and contains Life.! I t cons i s t s 

i n Life ob jec t i f i ed and Life i s Art l ived . The dramatic 

fomi in Betv>;een the Acts achieve'^ the ob jec t i f i ca t i on of l i f e , 

of s e n s i b i l i t y , of emotion and feel ing. In t h i s process of 

un i f ica t ion which the new form attempts, androgeneity^ i s 

achieved through a d i a l e c t i c a l method. Art i s successful in 

resolving the t r a d i t i o n a l con f l i c t s between opposites.^ But the 

sense of despair i s very much present in Miss La Trobe, the 

a r t i s t of the pageant: 

.She hadn' t made them see^j I t was a f a i l u r e , another 
damned fa i lu re i ' As usual . Her visio^ii escgroed her.f 
And turning, she strode to the actors ...'. '+^ 

Miss La Trobe wanted to show the audience themselves, and her 

attempts mirror V/oolf's ovm endeavour as a nove l i s t to c rea te 

the sense of l i f e as i t i s ac tual ly l ived . Miss La Trobe's 

f ru s t r a t i on r e f l e c t s Woolf• s own f ru s t r a t i on in her at tempts. 

Miss La Trobe stood there with her eye on the sc r ip t . ' 
'After V i c . ' , she had wri t ten , ' t r y ten mins.; of present 
time: sv/allows, cows, e t c . ' She wanted to expose them, 
as i t were, to douche them with present time rea l i ty . ; 
But something was going wrong with the experiment,' 
'Rea l i ty too s t rong ' , she muttered,^2 

This note of f ru s t r a t ion i s re f lec ted in The Waves th-rough 

Bernard who perceives the i r re levance and f u t i l i t y of words and 

phrases in giving a coherent shgpe to r e a l i t y , 

-' I b i d . , 154. 
4 l 

Between the Acts, p,^ 72. 
^^ I b i d . , p . 125, 
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':So the s ince r i t y of the moment passed , ' Bernard 
cr ied , ' so i t had become symbolical; and tha t I 
could not stand,' Let us commit any blasphemy of 
laughter and c r i t i c i sm ra ther than exude t h i s ^ , 
l i ly - swee t glue; and cover him over with phraseso'' 

This may be taken as ¥ o o l f ' s sincere confession of the 

inadequacy of language in expressing human natixre and her own 

view of r e a l i t y . Her s t ruggle to find a new form in her ^/ 

novels i s sometimes successful and sometimes frustrated,- Her 

problems as a novel i s t can be described as those of a poet 

t ry ing to wri te novels,! She had a poet ic conception of human 

persona l i ty which she wanted to convey in her f i c t i on , 

E.M,' Fors ter f inds the reason for V/oolf's f a i l u r e in her 

unwillingness to l e t go of poetry, which i s why she i s unable 

to grasp th ings which are gained by l e t t i n g go of poetry,] 

Hence the haunting, mystical qual i ty of v i s ion and the narrow 

range of characters,^ Fors ter emphasizes t h i s obsession with 

poetry which charac te r izes Woolf's f i c t i o n . 

Belonging to the world of poetry, but fascinated 
by another world, she i s always s t re tch ing out 
from her enchanted t r e e s and snatching b i t s from 
the flux of dai ly l i f e as they f loa t pas t , and out 
of these b i t s she bui lds novels,^ .She would not 

^ plunge,^^ 

This expresses Woolf's problem as a nove l i s t , She was a poet 

and she wanted to wri te something as near to a novel as poss ib le , 

r% 
The V/aves, p , 188,-

^^ E.M, Fors te r , "Virginia Vfoolf«, Virg in ia Woolf: A Collect ion 
of C r i t i c a l EssaYs« Twentieth Century Views iSeries, p, ' 20, 
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This ex.pr.e&3Ga Woolf 3 problom as—a. noveli-st^ iStae- waa—a-

as-po-ssirfeieo By not l e t t i n g go of poetry she sac r i f i ces 

something e lse v i t a l to her a r t . Her preoccupation with the 

new form and her cl inging to poetry i n t e r f e r r ed with the 

r e a l i t y of her charac te r s . To a reader accustomed to the 

t ra j l i t iona l f i c t ion , Woolf's characters seem shadows* But 

her achievement in the new type of f i c t i on i s nevertheless 

remarkable, and she i s very relevant in the modern age because 

"she reminds us of the importance of sensat ion in an age which 
45 p r a c t i s e s b r u t a l i t y and recommends i d e a l s , " Untroubled by 

any motives which usually guide a wri ter , - money, reputa t ion, 

or philanthrophy, - she proceeded with her experiments in 

f i c t i o n with a singleness of purpTpse, which was the most ra re 

thing in the wr i t e r s of her generation or indeed of any 

generat ion. 

^^ I b i d . , p . 21 , 
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FORSTER'S CRITICISM: A PLEA FOR IMAGINATION 

F o r s t e r i s an a r t i s t t u rned c r i t i c . Af ter 

A Passage t o I n d i a (1924) F o r s t e r did no t p u b l i s h any novels* 

He ceasedtQ_h.^..^an a r t i s t and became a spokesman for art»| His 

c r i t i c i s m , t h e u n i t y of which can be s y s t e m a t i c a l l y t r a c e d i n 

h i s e ssays add rev iews , m i r r o r s , l i k e h i s n o v e l s , t h e c e n t r a l 

c o n f l i c t betv/een f a c t and f e e l i n g , between t h e world of ma t t e r 

and t h e sphere of f e e l i n g . He was exposed t o t h e c o n f l i c t 

between t h e Benthamite and t h e Goler idgean cu l tu res .^ Being 

an i m p l i c i t Goler idgean himself , F o r s t e r , bo th i n h i s a r t and 

c r i t i c i s m , s e t s upon himself t h e t a s k of r e s t o r i n g t h e 'nymphs' 

who have depa r t ed from t h e modern vrorld, and p r e s e r v i n g them 

amidst t h e hea t of t h e i n d u s t r i a l m i l i e u . He feared man's 

s e p a r a t i o n from t h e " s p r i n g s of imag ina t ion , from t h e f o r c e s 

p rov id ing a c u l t u r e wi th i t s nymphs and symbols. '" F o r s t e r 

f e l t t h e need t o j o i n p o e t r y and p rose or e l s e , he was 

convinced t h a t we s h a l l a l l p e r i s h , "Only connect t h e p r o s e 

and t h e p a s s i o n and both w i l l be e x a l t e d , and human love w i l l 

be seen a t i t s he ight , ' Live i n fragments no longer.*^' 

F o r s t e r found t h e d i a l e c t i c of h i s l i f e and a r t i n t h e 

'' Wilfred S tone , The Cave and t h e Mountain; A .Study of E.M.; 
F o r s t e r (London, Oxford U n i v e r s i t y P r e s s , 1957;, pp. ' 1-4, 

2 
Ibid,, p. 6. 

-̂  E.M. Forster, Howards End (Harm-ondsworth, Penguin Books, 1973), 
p. 188. 
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t r a d i t i o n a l contention between the Benthamite and. the 

Coleridgean cultures," Essen t i a l ly i t i s a cont ras t betv/een 

a mechanical and an organic viev; of l i f e . Fors ter i s a 

Coleridgean who pleaded for a wholeness of v i s ion by joining 

poetry and material i tyo ' In the words of V/ilfred Stone, 

" . , , Fors ter the c r i t i c i s as energetic an anti-Benthamite 
4 as Forster the ar t i s t , -" 

F o r s t e r ' s c r i t i c a l a t t i t ude i s not a doc t r ina i re 

or dogmatic one. He d i s l i k e s systems, According to him 

c r i t i c i sm d isc loses rhythms not p a t t e r n s . I t should \tske us 

to the heart of the a r t , not to formal considerat ion of ifi^i 

His c r i t i c i sm expresses a v i s ion of a r t i s t i c and humanistic 

Values. I t i s a passionate p l ea of an a r t i s t for the values 

t h a t would give a meaningful humanistic touch to his vrork;! I t 

i s a plî eja for poetry and imagination which would,' i n the long 

ruji, make l i f e meaningful i n the world. His love for the 

personal , the passionate and the poet ic provides a unity of 

Vision for his c r i t i c i sm , "Manifestos belong to abroad", 

Fors ter declares with a deep d i s t r u s t for de,signs and 

abs t rac t ions in l i t e r a t u r e . He would not ^p rove of any 

in f l ex ib l e standards which wi l l sap the v i t a l i t y of l i t e r a r y 

a r t . He i s only too ready to abandon any moral standard at 

LL 

Wilfred Stone, [opj c i t , , p . 5 . 
E,M. Fors ter , Abinger Harvest. (Harmondsworth, Penguin Books), 

1967), p , 163, 

file:///tske
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a pinch* He be l ieves tha t the moment of i n s p i r a t i o n , 

imclouded by design, i s the v i t a l forye behind any work of 

l i t e r a t u r e . His ^p roach to l i t e r a t u r e i s personal and i t 

i s marked by an impulse to ce lebra te whatever br ings 

l i t e r a t u r e a l ive and to denounce whatever deadens the 

imagination. He approaches books with the "shy crabl ike 

movement"' of the mind (Aspects of the Novel)» His c r i t i c i sm 

^conveys a sense of the inner l i f e . 

F o r s t e r ' s view of a r t i s the view of an eclectic»' 

He drav/s from Qnany sources. The essence of poetry, according 

to Forster , i s the v is ion of wholeness, as was propounded by 

Coleridge. Poetry i s a way of responding pass ionate ly to 

experience. I t i s the most important qual i ty of a l i t e r a r y ' 

work of a r t . In Aspects of the Novel he says what i n t e r e s t s 

him most i s " tha t vague and vast residue in to which the sube,on-

scious en te rs" , which he c a l l s , "poetry, r e l i g ion , passion.i" 

These three words. Stone says, are the 'holy t r i n i t y of a 
Q 

romantic humanist. ' The absence or presence of poetry i s the 

c r i t e r i o n of t e s t i n g l i t e r a t u r e . Poetry, according to Fors ter , 

i s the w r i t e r ' s contact with the subsurface mind. I t i s the 

v i s ion of the inner l i f e . ' In an essay e n t i t l e d '"Inspiration" 

(1912) Fors ter describes the a r t of l i t e r a r y creation,] He says: 

? 

Donald Watt, '"The A r t i s t as Hor,seman; The Unity of F o r s t e r ' s 
Cri t ic ism", Modern Philology, ""vol. 79, No.I (Aug,̂ ' 198l), p. ' 47. 

7 
Wilfred Stone, op cit,<, p . 7» 

-̂ Ib id . 
^ Ibid. ' 
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wri t e r s begin t h e i r work calmly, «Tliey wri te a few sentences 

very slowly and feel cons t r i c ted and used up.*' But soon "a 

queer catastropiie tieppens ins ide ttiem. The mind, as i t were, 

tu rns t u r t l e , sometimes with, r ap id i ty , and a hidden p a r t of 
10 

i t comes to the top and cont ro ls the pen." Inner l i f e toKes 

over in the act of l i t e r a r y c rea t ion . In l i t e r a t i i r e the f l i p 

side of the mind surfaces for a t ime. According to Forster 

there are two p e r s o n a l i t i e s in the human mind, on one the 

surface and the other deeper down, and l i t e r a t u r e should 

express not only the outward and the r a t i o n a l but the subconscious 

r e a l i t y t h a t l i e s at the centre of the c rea t ive personal i ty , ' 

Without the deeper pe rsona l i ty , the^subconscious, Forster says, 

" there i s no l i t e r a t u r e , because unless a man dips a bucket dovm 
11 in to i t occasional ly he cannot produce f i r s t - c l a s s work," .So 

the t e s t for good l i t e r a t u r e , for Fors ter , i s the w r i t e r ' s 

a b i l i t y to unravel the hidden mind, '"Perse;v,erence, benevolence, 

cul ture and a l l the other q u a l i t i e s tha t pose as good wr i t ing , 

are worthless i f they are not rooted in the underside of the 
12 

mind," (Albergo Empedocle, p , ^Z\) ^ F o r s t e r ' s idea of the 

subsurface mind r e f l e c t s the idea of the •unconscious' which was 

propounded by the v/orks of the depth psychologis ts , Freud and 

Jung, These psychologists revolut ionised the conception of 

human persona l i ty by t h e i r new ins igh t s in to the human mind,' ' 
'^^ DQjiia.dQWatt, op c i t . , p . 46. 
V' Fors te r , "Anonymity: jAn inquiry", Tv/o Cheers for Democracy 

(Harmondsworth, P'enguin Books, 1965), p . 91 . 
12 

r ^ Donald Watt, op c i t , ' , p . 46, 
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Though one cajmot ascertain how far these psychologists 

influenced Forster's conception of human personality, it 

must be acknowledged that Forster was well aware of their 

theories of the mind. Charles Lamb and R.L. .Stevenson, 

Forster says, "never let down buckets into their underworld", 

and always wrote with their surface personalities.' So they 

14 are not first class v/riters in his opinion. Aesthetic 

activity derives from sources of integrity deep in human 

nature, sources that lie beyond the moral life. Art, 

according to him, is elemental in its reaches, 

Forster was wearied at the intellectual tradition 

of Europe. Ennui and disgust with the modern world are his 

strongest feelings. But he believed in being "sensitive to 

what is going on." Roughly this can be taken as the 

•̂  manifesto of Forster, the critic: "To be sensitive to what 

15 is going on," His works after 1924 show a continuing effort 

to preach a humanistic gospel, to advance the claim of poetry 

and art, to plead for the role of the "aristocracy of the 
1 fi 

sensitive, the considerate, and the plucky" in an impersonal 

world of technology and industry. The sensitive and the 

1 '5 
^ In "The Art of Fiction" Forster declared: "I couldn't read 

Freud or Jung myself; it had to be filtered to me." p.40, 
14 

"Anonymity and enq\airy", p , 92, 
15 

"English Prose between 1918 and 1939", Two Cheers, p. 288. 
^^ "What I believe". Two Cheers, p. 82. 
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plucky will find consolation in Art, wtiich for Forster i s 
17 "hxananistic siirrogate for God or the Divine Idea." Art, 

according to Forster, i s an idea of wholeness that i s 

greater gidotherj than the sum of i t s parts© Forster has 

an organic view of art»1 He belJeves in art for a r t ' s sakeoi 

In his facous essay, "Art for Art 's Sake", he defines a work 

of art as a "self-contained enti ty, with a l i f e of i t s own, 

imposed on i t by i t s creator. I t has internal order.i I t 
»18 

may have external form^" For Forster a work of art need 

not necessarily have an external form. It may have an 

external form. In another of his essays, "The Challenge of 

our times" he values art for its function of ordering the 

society. "Art is valuable not because it is educational 

(though it may be), not because it is recreative (though it 

may be), not because everyone enjoys it (for everybody does 

not), not even because it has to do with beauty. It is 

valuable because it has to do with order, and creates little 

worlds of its own, possessing internal harmony, in the bosom 
19 of this disordered planet," ^ This is the consolation of art 

which only the aristocracy of the sensitive can- notice and 

have recourse to. Forster's problem was "how to maintain 

beauty, space and human dignity in a levelling world, how to 

"̂̂  Wilfred Stone, op cit,', p. 7o' 
18 

Two Cheers for Democracy, op cit,, p. 97 

^^ Ibid,, p, 68o 
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preserve the t reasi i res of the pr iv i leged without sinking 
20 them in the anonymity of the i n sa t i ab l e mass." Poetry 

was the only answer. The way of a r t , however short l ived, 

was the only way. But Fors ter i s far from "believing tha t 
21 

i t i s only a r t tha t mat ters . Nor i s he very confident 

of the effect tha t ar t w i l l produce in human hearts . ' In 

"A note on the way'' he says: 
The a r t s are not drugs. They are not guaranteed 
to act when taken. Something as mysterious and as 
capr ic ious as the c rea t ive impulse has to be 
re leased before they can prop o\xr minds.22 

Forster resembles Mat/hew Arnold in his s t ruggle to order the 

society which was \inder the t h r ea t of d i s in t eg ra t ion as a 

r e s u l t of the c i v i l i z a t i o n of machine. To counter t h i s force, 

Arnold proposed something tha t could be taken as an end in 

i t s e l f , and he ca l led i t ' c u l t u r e ' . Culture was Arnold 's 

idea l which everyone should s t r i ve for, Whareas Art was 

F o r s t e r ' s absolute . So Fors ter mirrors Mathew Arnold in his 

hi;unanistic concern for a benighted soc ie ty . 

Art, according to Forster , i s a complement to 

socie ty . I t gives a complete expression to the human s p i r i t , 

"Society", he says, "can only represent a fragment of the human 

20 
Wilfred .Stone, op c i t . , p , 13< 

^^ "Art for Art's Sake", p. 103. 
22 

Abinger Harvest, p,' 86. 

file:///inder
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s p i r i t , and • . . another fragment can onlyj^gSt expressed 

through a r t , " ^ So according to Fors ter , l i f e in the world 

of fac ts ' ^ d information has to be connected with an 'o ther 

wor ld l ines s ' , t ha t i s a r t . Only a r t can transform the world. 

Can "attempt to s h ^ e the crude clay of ac tua l i t y in to 

something divine, to t ransf igure the world"of appearance into 
24 ' v a l u e ' . Art, therefore , i s the c rea t ion of v/holes, the 

harmonizing of c o n t r a r i t i e s , not the ce lebra t ion of a lonely 

v i s ion . I t should r e s t a t e the indwelling s p i r i t in a new 

form because Chr i s t i an i ty i s no more a, s p i r i t u a l force. 

Fic t ion and other works of a r t are attempts at the restatement 

of the indwelling s p i r i t in a more human form. Religion, 

thus, for Fors ter , i s humanism. 

In f i c t ion , or in any work of l i t e r a t u r e , what 

Fors ter p r i ze s most i s the otherness'which i s to be found in 
: ' 25 

nature and in the depths of human psyche. This can be 

roughly ca l led poetry, for poetry to him., i s otherv/orldliness. 

His c r i t i c i sm , therefore , i s impress ionis t ic because he ^ p l i e s 

v/hat in his judgement i s the presence or absence of 'poe t ry ' 

without being very def in i t e about what he means by i t . I t 

i s poetry alone v^hich can e s t ab l i sh the 'connection with the 

^^ "Art for A r t ' s .Sake", p . 103. 
V/ilfred Stone, p . 19. 

^^ Ib id . , p . 15o 

Donald V/att, op c i t . , p . 4? . 
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l and ' , which i s F o r s t e r ' s primary meeting place of 
PR 

^responsibi l i ty and f a i t h , Forster values poetry because 

i t makes l i t e r a t u r e out of information, t rans f igures fact 

in to beauty, l inks the r e l a t i v e and the absolute, makes 

v^hole and sees v/hole, and has to do with the en t i r e e th i ca l 

and s p i r i t u a l l i f e of man. I t i s a bulwark against the 

onslaught of Benthamite c u l t u r e . A work of a r t must be 

saturated with poetry and Fors ter says: "The sor t of poetry 

I seek re s ides in objects man can ' t touch - l i ke England's 

grass network of lanes a hundred years ago." Forster 

c r i t i c i z e s S inc la i r Lewis and H.G, Wells because both of them 
30 "share the s'sjne indifference to poetry", while he commends 

WilfrPd Blunt because he i s "par t ly by achievement and wholly 

by temperament" a poet . Fors ter considers S inc la i r Lev/is 

a photographer and not an a r t i s t . He says: 

Neither for good nor ev i l i s he l i f t e d above his 
theme; he i s nei ther a poet nor a preacher, but a 
fellow %ith a camera a few yards away.32 

He considers the works of Virginia Woolf, Mrs. Dallov/ay, 

To the Lighthouse and The V/aves as '"successful works'" because 

they are " a l l suffused with poetry and enclosed in it."^-^ 

^'^ "'Our Second grea tes t Novel", Two Cheers, p . 229. 
_____________ 

Wilfred Stone, op cit., p. 14. 
^^ "The Last of Abinger", Two Cheers, p. 363. 
30 

Abinger Harvest, p . 150, 
^'' I b i d , , p , 304. 
^^ "Sinclair Lev/is", Abinger Harvest, p. 147. 
33 

Two Cheers for Democracy, p . 254. 
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D,H, Lawrence i s F o r s t e r ' s example of the novel i s t who 

coiranuniGates at a level deeper than p l o t - s t r u c t u r e or 

aes thet ic form. In Aspects of the Novel, he c a l l s 

Lav/rence '"the only l iv ing nove l i s t in whom the song 
34 predominates, who has the rapt "bardic qua l i t y . " At the 

centre of Lawrence's work there i s "poetry t h a t broods and 

f lashes" (1930 broadcast) sometimes s t r i k ing in to pages and 
35 c h ^ t e r s of splendour. Fors ter r a t e s down James Joyce 's 

A P o r t r a i t of the A r t i s t as a Young Man because of the absence 

of the poe t ic sense of l i f e . James Joyce, Forster says, 

"undermines the universe in too workmanlike a manner, looking 

round for t h i s too l or t h a t ; i n sp i t e of a l l his looseness he 

i s too t i g h t , he i s never vague except af ter due de l ibera t ion ; 
36 i t i s t a l k , t a l k , never song." Poetic qual i ty for Fors ter 

the c r i t i c i s the unpredictable, personal , f an t a s t i c and even 

chaotic play of the imagination at l a rge . Poetry i s the 

l icense granted to imagination to roam free ly beyond the 
37 confines of hard f a c t s . I t i s the w r i t e r ' s a b i l i t y and 

freedom to probe in to the v i rg in t e r r i t o r i e s , in to the new 

zones of man's rai^d and pe r sona l i ty . This sense of contact i s 

what makes a wr i ter g rea t . .Sir .Sidney Lee, .Sinclair Lewis and 

34 / 
Forster, Aspects of the Novel CHarmondsworth, Penguin Books, 

1974), p . 130. 
•^^ eWilfred Stone, t )p /x i t . , p . 59. 
36 

Fors ter , op c i t . , p . 126. 
^'^tDDnald3W^tt:;X)pC^7^% Q r O 
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Tagore miss t h i s sense of contact v/itli the deeper, probing 

imagination on the other side of the mind. "Posturing 

charac te rs , in-^trusive didacticism, i l l - formed p lo t s - a l l 

give way in F o r s t e r ' s c r i t i c a l s e n s i b i l i t y i f the wri ter 

Can convey a poet ic sense of the l i f e within."' Fors ter i s 

c r i t i c a l of the eighteenth century because i t "hated 

mystery: i t mocked a ghouls and goblins . . * everything was 
39 f i n i t e and took place in the c lear l i g h t oli day.'" Though 

he regards Fielding as the g rea tes t nove l i s t of the 

eighteenth century he has his reserva t ions about him,' 

Fielding, Fors ter wrote in 1899, in an undergraduate essay, 

"v/rote great books - but not the g rea tes t books; he v/as too 

easy and comfortable in his wayside par lours and stage 

coaches to wander out in to the unknown country»! 'Finished 

and f i n i t e clod, untroubled by a spark' - i t seems a harsh 

judgement on the wr i ter of our most per fec t novel, but no 
40 one can deny tha t i t i s t r u e , " Fielding i s ra ted down 

because he f a i l ed to convey more than he says, he lacks the 

poet ic sense of l i f e , ' Fors ter a t tacks Dryden and Pope for 

ruining the spontaneity of poetry . In a l ec tu re t i t l e d 

"Happy v s . 'Sad Endings*', Fors ter considers .Shelley, Dante 

and Keats great because they "contradic t (not fa ls i fy) the 

®̂ I b i d . , p . 59. 
^^ I b i d . , p . 49. 

^° Ib id . 
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f ac t s of l i f e . " A poet, i n F o r s t e r ' s opinion, i s to make 

the impossible seem the i n e v i t a b l e . Poetry i s to be personal 

and passionate and Forster p r a i s e s Wordsworth on t h i s account; 

" .'.'.' v/hat overwhelms me i s not what he thought but what he 

felt.^"^^ 

L i t e r a tu re i s not an affair of r u l e s . Forster 

c a l l s i t " the most exceptional and untidy affair"' t ha t "has 

ever entered the heart of man to c r e a t e . " I t i s a man to 

man business in which i t i s the heart t ha t dominates.' ^So 

Forster i s more in t e re s t ed in tha t form of literatl.^re in which 

human elements have a great ro le to p lay . According to him the 
44 novel i s sogged with humanity. F o r s t e r ' s thoughts about the 

novel spring from his notion of l i t e r a t u r e as' a spontaneous 

ac t i v i t y . ! In Aspects of the Navel he expresses his views on 

the novel very comprehensively. But one can not ice the caution 

with which Fors ter approaches the subject . He thinks t ha t the 

novel should be personal . I t i s d i f f i c u l t to c r i t i c i s e because 

in essence i t i s absolutely free from r u l e s . Fors ter c a l l s i t 
• 45 

one of the moister areas of l i t e r a t u r e . Absolute norms and 

standards do not hold good in the case of the novel. I t i s a 

" l i t e r a r y form so wide in i t s range tha t genera l iza t ions about 

^^ I b i d . , p . 47. 
^^ Ib id . , p . 49. 
^^ Ib id . , pp. 50-51. 
44 

Aspects of the Novel, p . 39. 
^^ I b i d . , p . 25. 
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i t are almost impossible," One cannot pin down the novel to _ar̂  

any p a r t i c u l a r dob or any p a r t i c u l a r r u l e . Fors ter says: "The 

novel in my view has not any ru l e s , and so there i s no such 

thing as the a r t of f i c t i o n . There 's only the p a r t i c u l a r a r t 

t h a t each nove l i s t employs in the execution of his p a r t i c u l a r 

book."^'^ 

The novel has a personal b i a s . I t probes the depth 

of human beings . I t should reveal the inner l i f e of the 

charac te r s . -According to Fors ter commionication of inner 

v i t a l i t y i s the essence of the novel. This i s the fundamental 

value behind F o r s t e r ' s c r i t i c i s m . The nove l i s t i s to create 

from the depths of his being. He should follow hJ.s thoughts 

and passions to t he i r fu r thes t reaches, suffuse his c rea t ions 

with the impress of his a t t i t u d e s and mind, and he should pass 
48 the c rea t ive finger dovm in to every sentence and every word,' 

So according to Fors ter , i n the novel i t i s not fact but the 

n o v e l i s t ' s sense of the fact t h a t dominates. The a r t i s t should 

aim at t r u t h and he succeeds i f he r a i s e s the emotions. In 

his mind a fusion of fact and f i c t i on takes place because of 

the " junct ion of mind with the heart where the creativ;e impulse 
50 sparks ." So Forster says: "The a r t i s t i s at as passionate a 

-•f^^^ 
^^^'The 'Art of Fic t ion" , Aspects, p . 183, 
"̂̂  Ib id . 

^® Frederick P.W. McDowell, "E.M. F o r s t e r ' s Theory of Li terature" ' , 
Cri t ic ism Vol. VlII , No. I (Winter 1966), p.i 27, 

Aspects, p . 174, 
50 

.'•^Introduction", The Longest Jiourney, p . IX, quoted by Frederick 
P.W. McDowell, p.! 2b, "̂  
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51 hea t when he composes as when he i s i n loveo" 

For a n o v e l i s t , i n F o r s t e r ' s op in ion , heightened 

s e n s i b i l i t y and a sense of t h e inne r v i t a l i t y are more 

e s s e n t i a l t o the making of a novel than t h e t r a d i t i o n a l s t o c k -

i n - t r a d e . Form should never r e s t r a i n the v i t a l i t y and t h e 

movement of t h e s e n s i b i l i t y . He i s t o t a l l y i n sympathy wi th 

t h e new a e s t h e t i c experiment of V i r g i n i a V/oS31f and says : "A 

heightened s e n s i b i l i t y t h u s p e r m i t s V i r g i n i a Woolf t o go 

e a s i l y and s a f e l y beyond t h e 'norm' of c u r r e n t a e s t h e t i c 

p r a c t i c e , " F o r s t e r admires Chekhov for h i s abundant v i t a l i t y , ' 

L i f e flows on i n h i s work, "nob le , i m a g i n a t i v e , profound, ye t 

d i f f e r e n t only i n arrangement from t h e l i f e t h a t we know,!" -̂  

'Same i s t h e r ea son for F o r s t e r ' s admira t ion of P rous t , ' 0 

' 'Proust ,- though i n t r o s p e c t i v e , and unhappy, was f u l l of v i t a l i t y . ] 
54 - he could no t have w r i t t e n a m i l l i o n word i f he v/as not - ,^,...''' 

F o r s t e r l oa thed t h e s t r i c t adherence t o t h e 

t r a d i t i o n a l norms for t h e i r ovm sake . So does he desp i se 

injaovation for i t s own sake, "Form i s not t r a d i t i o n " , he says 

i n "Art fo r A r t ' s Sake" , " I t a l t e r s from g e n e r a t i o n t o genera t ion , ' 

Aspects of t h e Novel, p , 72, 54 . 
52 

Two Cheers for Democracy, p . 250» 
"Shor t s t o r i e s from Russ ia" , New Sta tesman. V ( J u l y 24, 1915, 

p p . 373-374) quoted i n "BiM. F o r s t e r ' s .T=heory of L i t e r a t u r e ' ' , 
p . 32 . 

54 
"P rous t " , Abinger Harves t , p . I l l , 
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A r t i s t s always seek new techniques and wi l l continue to do 

so as long as t t ie i r v;ork exc i t es them. But form of some kind 

i s imperat ive. I t i s the surface crus t of i n t e rna l harmony, 
55 i t i s the outward evidence' of order ," Fors te r bel ieves t h a t 

the technique in English f i c t i o n a l t e r s from generation to 

generat ion, According to him "History develops, Art stands 
56 s t i l l , " Art i s a l ike a mirror in front of which the pageant 

of History passes . -So h i s t o r i c a l changes do not necessar i ly 

influence a r t .. The iSelief t h a t feminist movement improved the 

pos i t ion of the novel i s wrong according to Forster,i He says: 

"A mirror does not develop because a h i s t o r i c a l pageant passes 

in front of i t . I t only develops when i t ge t s a fresh coat of 

qii ick-silver - i n 6^ther words when i t acquires new sens i t ive ­

ness; and the novel ' s success l i e s in i t s own sensi t iveness , 
5 7 

not in the sucj^ess of i t s subject mat ter ," ' For Fors ter , the 

novel does not r i s e and f a l l with any publ ic causes or socia l 

problem. I t s value i s a r t i s t i c and not p o l i t i c a l or social,* 

According to him, a>/ork of a r t" stands up by i t s e l f , and nothing 

e l se does . , , , I t i s the one orderly product which our muddling 

race has produced. I t i s the cry of a thousand sen t ine l s , the 

echo from a thousand l ab ryn i ths ; i t i s the ' l igh thouse wflich 
C O 

cannot be hidden. The novel, in his view, i s bounded by 
Two Cheers for Democracy, p , 102. 
Aspects of the Novel, p , 36, 

"̂̂  I b id . , p , 36. 
^^ Art for A r t ' s Sake" pp. 99-100,> 
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Poetry, History, and a sea. "All we can say of i t (Novel) i s 

t ha t i t i s bounded by two chains of mountains ne i ther of v/hich 

r i s e s very abruptly - the opposing ranges of Poetry and of / 
59 History - and bounded on the t h i r d side by a sea - .*.'o .'•̂ ' 

In Aspects of the Novel Forster asks the question: 

'What does a novel do?' He makes three types of people reply 

to t h i s quest ion. The f i r s t type answers in a good-tempered 

and vague manner tha t a novel t e l l s a s to ry . The second type 

gives the same ansv/er but b r i sk ly and aggressively,! The th£rd 

type too gives the same answer but in a so r t of drooping 

regre t fu l vo ice . Forster p re fe r s the t h i r d type and dreads and 

de tec ts the other two types . Story i s an important aspect of 

f i c t i on but not the whole of i t . The novel does not do enough 

i f i t has only to ld you a s tory . F o r s t e r ' s t h e s i s i s t ha t "the 

bas i s of a novel i s a s tory, and a story i s a nar ra t ive of 

events arranged in time-sequence." This aspect of story , . 

^ p e a l s only to our primeval cur ious i ty and, in F o r s t e r ' s 

opinion, i f we want nothing e l se but the s tory , our l i t e r a r y 

judgements are ludcrous,' Story i s the lowest l i terajry organism,! 

But iij' i s common to a l l l i t e r a r y types known as novels,] I t i s 

universal and forms the backbone of the novel, .Since story i s 

e s sen t i a l in a novel anb. s tory i s control led by time sequence. 

^ Aspects of the Novel, p , 25. 
^° I b i d . , p . 40.' 
^'' I b i d , , p . 44, 
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Forster stresses the role of time sense in the novel, "in a 

novel there is always a clock," Different authors have 

tried to hide this clock but it is there nevertheless^ 

Emily Bronte, Sterne and Proust have tried to make this clock 

not too prominent in their novels. But Gertrude Stein went 

too far and "has smashed up and pulverized her clock and 

63 
scattered its fragments over the world .»,•" She tried to 

free the novel from the ,:6'yranny of time and express in it only 

the life "by value. She fails because fiction divested of time 

cannot express anything. The element of time is essential to 

fiction and Gpprster asserts: "The time-sequence cannot be 

destroyed without carrying in its ruin all that should have 

talien its place; the novel that would express values only 

becomes unintelligible and therefore valueless." Forster is 

aware of the presence in fiction of an organism v/hich is 

higher than 'story' and he calls it 'plot'. If a novel is 

entirely based on time-sequence, or on a story, it cannot lead 

to any other conclusion but to the grave. It is an unsatisfac­

tory conclusion and a great book should have something more to 
O 

give us than t h i s na tura l sequence of tSirae t h a t leads us to 

old age and ul t imate ly to the grave. For t h i s reason Fors ter 

says t h a t Arnold Bennet t ' s The Old Wives' Tale though strong, 

^^ I b i d . , p . 43 . 
^^ I b i d . , p . 52. 

I b i d , , p . 53 . 
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65 s incere, sad, f a l l s short of greatness . In contras t 

Tols toy ' s War and Peane i s a great book "because i t lias 

extended over space as well as over time, and ttie sense of 

space u n t i l i t t e r r i f i e s us i s exh i la ra t ing , and le'^vres 

behind i t an effect l ike music." The ' g rea t chords' which 

one hears in the novel do not a r i se from the s tory, nor from 

the charac te rs , nor from the p lo t s , but from "the immense 

area of Russia." "Space i s the lord of War and Peace, not 
fi7 t ime." .Scott 's •Antiquary, on the other hand, i s a celebra­

t i on of l i f e in time only and leads to "slackening of emotion 

and shallowness of judgement, and in p a r t i c u l a r to tha t 

i d i o t i c use of marriage as a f i n a l e . " 

Fors ter i s convinced tha t the novel should portray 

convincing charac te r s . "The nove l i s t , unlike many o f his 

colleagues, makes \^ a number of word-masses roughly describing 

himself . . . . gives them name and sex, assigns them plaus ib le 

gestures , and causes them to speak by the use of inverted 

commas, and perhaps to behave cons i s ten t ly . These v/ord-masses 
69 are his cha rac t e r s . " But these charac ters wi l l not be 

exactly l i ke people in r ea l l i f e , i f so the novel becomes 

^^ I b i d , , p . 50. 
^^ I b i d . , pp. 50-51. 
^'^ I b i d . , p . 5 1 . 
^® I b i d . , p . 50. 
^^ Ib id . , pp. 54-55. 
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memoir which i s "based on evidence. But the novel i s "based 

on evidence + or - X, the unknown quanti ty being the tempera­

ment of the nove l i s t ; and the unknown quanti ty always 

modifies the effect of the evidence, and sometimes transforms 
70 i t e n t i r e l y , " In present ing a character , the novel i s t i s 

not merely to speak about the actions and the other observable 

forms of his exis tence . What i s more important for the 

novel i s t i s " to reveal the hidden l i f e at i t s source", to t e l l 

us more about a person than could be known and thus produce a 

character who i s d i f ferent from those we know in r ea l l i f e . 

The nove l i s t i s to express the "roraanceful or romantic side" 

which includes "the pure passions, tha t i s to say, the dreams, 

joys, sorrows and selfccommunings . . . " , and to express t h i s 

side of human natiore i s one of the chief functions of the 
71 novel. Character in a novel, 'Homo F i c t u s ' , i s more elusive 

72 

than his cousin in real life, 'Homo .Sapiens'. We can know 

more about him than we can know about our fellow creatures, 

because the narrator and creator are one. A character in a 

book, to Forster, "is real when the novelist knows everything 
73 about it." Forster praises Vî jginia Woolf for her experiment 

with the new form of sensibility to reveal the inner life of 

her characters. In an essay, "The early novels of Virginia 

^^ Ibid., p. 55. 

"^^ Ibid., p. 56. 

Ibid., p. 63. 

"^^ Ibid., p. 69. 



91 

Woolf" he says: " I t i s easy for a novel i s t to describe what 

a character thinks of; look at Mrs. Hijmphrey V^ard.; But to 

convey the actual process of thinking i s c rea t ive feat , and 

I know of ino one except Vi rg in ia Woolf who has accomplished 

it,'""^^ He i s a l l pra ise for his Bloomsbury colleague 

because l i ke him she believed tha t hvunan beings are the 

permanent mater ial of f i c t i on , and knew t h a t " to capture 

t he i r inner l i f e presents a d i f ferent problem to each 
75 

generation of n o v e l i s t s . " So her innovation in method and 

form can be j u s t i f i e d but Fors ter observes t ha t V/oolf could 

give " l i f e on the page" and not '•'^life eternal.'*' 3he could 

not c rea te convincing charac te rs who l i v e . Her characters 

"do l i ve , but not continuously, whereas the characters of 
77 Tolstoy ( l e t us say) l ive continuously." Her problem, 

which would inaugurate a new l i t e r a t u r e i f solved, '"is to 

r e t a i n her own wonderful new method and form, and yet allow 

' her readers to inhabi t each, character with Victor ian -
7R 

thoroughness." In F o r s t e r ' s opinion, V/oolf lacks t h i s 

^Victorian thoroughness, and she comes close to aesthetic!sm. 

But he has a sympathetic applause for her because .she l iked 

writ ing for fuji. "Li te ra ture v/as her merry-go-round as well 

as her study. Th_Ls malies her amusing to read, and i t also 

vZT ^ 
Abinger Harvest, p . 126. 

^^ Ibid.-, p . 127. 
ry/T 

^ l^o Cheers for Democracy, p . 250. 
77 

^ftbinger Harvest, p . 127. 
•̂ ^ I b i d . 
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saves tier from ttie Palace of A r t . " ' ^ Fors ter shares a sense 

of s i t ua t ion with V/oolf. In an interview with Angus Wilson 

he asks: "Aren't we both working in the same tradit ion?'^ . . . 

As to i n t e r i o r monologue, perhaps i t would have been a help. 

But conscience probably . . . ( s i c ) i t ' s surely a b i t of a 

cheat , " Fors ter i s suspicious of technica l innovations 

v/hich charac te r ize many avantgarde novels of his time,' I t 

Can be argued tha t Fors ter had more t r u s t in the t r a d i t i o n a l 

method and s ty le in t h e i r power to reveal the hidden l i f e of 

the charac te rs in the novel, Donald Watt 's conclusion of 

F o r s t e r ' s views i s at one with t h i s argument. He says: 

I t i s l i k e l y tha t in F o r s t e r ' s opinion the cont i -
nous nar ra t ive s ty le of Tolstoy and the Victorians 
br ings the reader c loser to the secre t l i f e than 
the disconcert ing streams and monologues of his 
contemporaries.81 

Fors ter c l a s s i f i e s character in to round and f l a t . 

F la t charaC'it'e'rs are "constructed round a s ingle idea or 
fl? 

qua l i ty , " Round charac ters have more than one factor in 

them. A f l a t character can be sujmned up in a sentence or 

phrase. This c l a s s i f i c a t i o n of character springs from 

F o r s t e r ' s be l i e f tha t no human being i s simple and "a novel 

Tv/o Cheers for Democracy, p . 245. 
Angus Wilson, "A Conversation with E.M. Fors ter" , Encounter, 

9 (1957), p . 56, quoted in "Ar t i s t a s . . . " , p. ' 58. 
• I b i d . 

Aspects, p . 73. 
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t h a t i s at a l l complex requi res f l a t people as well as 
85 

r o u n d . . , , " Forster observes tha t Charles Dickens's 

characters are nearly a l l f l a t but the "wonderful feeling 

of hxmsn depth", his "immense v i t a l i t y " animate and v ibra te 

his charac ters "so tha t they borrow his l i f e and ^ p e a r to 
84 lead one of t h e i r ov/n." I t i s a t r i c k which Forster sees 

through but admits tha t Dickens i s "ac tua l ly one of our big 

w r i t e r s . " .Similarly, H.G. V/ells's charac ters are nearly as 

f l a t as a photograph but are agi ta ted with such vigour and 

v i t a l i t y t ha t the reader forgets the s u p e r f i c i a l i t y of t h e i r 

complexit ies . Wells does not create types, his people cannot 

be summed up but they "seldom pulsa te by t h e i r own s t rength . 

I t i s the deft and powerful hands of t h e i r maker tha t shake 
85 them and t r i c k the reader in to a sense of depth,*" But 

these "imperfect nove l i s t s " who can only t ransmit force and 

galvanize t h e i r work are qui te d i f ferent from the "perfect 

nove l i s t " , who seems to pass the c rea t ive finger dov/n every 

sent'ehce and in to every word," Forster l i s t s Richardson, 

Defoe, and Jane Austen as perfect n o v e l i s t s , Jane Austen, 

though a min ia tu r i s t , i s never two-dimensional." "All her 

charac ters are round or capable of ro tundi ty . ' ' Her 

characters show a freshness and give us a new kind of pleasure 

®̂  I b i d . , p . 75. 
84 

Ib id , , p , 76, 
S5 IMd. 

Ib id . , p . 77. 
"̂̂  I b id . , p . 78, 
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each, time they appear. This i s because "she was a r ea l 

a r t i s t , who never stooped to ca r i ca tu re , e t c . , " and her 

characters "are more highly organized." They are "ready for 

an extended l i f e , for a l i f e which the scheme of her books 

seldom require them to lead, and tha t i s why they lead t h e i r 

actual l i f e [so s a t i s f a c t o r i l y . " Her characters function 

a l l round. Fors ter admires Jane Austen because she v/rites v/ith 

the v/eb of family re la t ionsh ip in her mind. He says: "the 
89 

supreme thing in l i f e to her was the family." Family was the 

umCt within which she excereised her l i b e r t y of choice, and 

s imi la r ly her characters f l i t and tap as much as they l ike but 

within the frame she provides for them, "The accidents of 

b i r t h and re la t ionsh ip were more sacred to her than anythJLng 

else in the world, 'and she introduced t h i s f a i t h as the 'ground-
90 

work of her six great novels." Though quite 'imbecile' about 
Jane Austen, Forster observes that she is a failure as a l^tter-
jwriter, "She has not enough subject matter to exercise her 

91 powers .... She takes no account of politics or religion ..." 

Lack of direction was the defect with her letters. <She did not 

have the sense of form and no literature can Sustain itself 

without a form. Poverty of material, in this case, is a flaw 

®® I b i d . , p . 79. 
^^ Abinger Harvest, p . 179. 
90 Ib id . 
9'' Ib id . 
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but in the case of her novels, which hage a def in i te frame­

work, i t v/as an asse t . 

According to Fors ter , the n o v e l i s t ' s r e la t ionsh ip 

with the charac ters i s important. The novel ex i s t s to depict 

h\msn beings and the nove l i s t i s to reconci le human beings 

with non-human forces . He should e s t ab l i sh a close a f f in i ty 

vjith his c rea t ions . He wi l l sacr i f i ce much to them and in 

turn he commands t h e i r secre t l i ves and knov;s them. Jane 

Austen allows them to f l i t and tap as much as they l iked 

within the framework she provides for them. .Shakespeare's 

characters have consistency and they act on the law of 

p robab i l i t y . Tolstoy, on the other hand, makes his characters 

convincing by t h e i r inconsistency and by the v io la t ion of 

probabl i ty in the' i n t e r e s t of s impl ic i ty .^ Marcel Prout 

proves t h a t people become most r ea l in f i c t i o n when they 

cont radic t themselves, while Virgin ia Woolf t r i e d to 

reconci le her experimental methods with the ac tua l i ty of her 

people. Dickens "bounce'^"' us in to accepting what he says of 

his charac te r s , while "Dostoevsky's charac te rs ask us to share 
94 something deeper than t h e i r experiences. ' ' I n f i n i t y at tends 

the charac ters of Dostoevsky and "they expand to embrace i t 

and summon i t to embrace t hem. , . . Every sentence he wr i tes 

Two Cheers for Democracy, pp. 212, 215. 

^^ I b i d . , p . 230. 
Aspects of the Novel, p . 123. 
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•Si l l ies t h i s extension, and the implicat ion i s the dominant 

aspect of h is work. He i s a great nove l i s t in the ordinary 

sense - t h a t i s to say, his character-S' have r e l a t i o n to 

ordinary l i f e and also l ive in t h e i r surroundings . . • . " 

Fors ter f inds i t d i f f i c u l t to pra ise Henry James because he 

lays too great emphasis on pa t t e rn at the cost of human 

charac te r . The r e s u l t i s t r a g i c : "most of human l i f e has to 

diaappear before he can do us a novel ." Henry James has only 

"a very short l i s t of charac te rs" , who are "constructed on 

very st ingy l i ne s " , and are "incapable of fun, of rapid 

motion, of ca rna l i t y and of n ine- tenths of heroism." This 

"d ras t i c curtai lment . . . of human beings and of t h e i r 

I a t t r i b u t e s " in the i n t e r e s t s of a method makes his novels a 

^place where only 'maimed c rea tu re s ' can breathe. ' F o r s t e r ' s 

c r i t i c i sm of James's charac ters reaches i t s climax when he 

says, " . . . they are gutted of the common stuff tha t f i l l s 
96 charac ters in other books, and ourse lves ." Forster does 

not approve of t h i s heavy p r i ce which "Ĵ ames pays in order to 

gain a p a r t i c u l a r aes thet ic effect and agrees with H.G. Wells 

who "would go on to say tha t l i f e should be given the 

preference, and must not be whi t t led or distended for a 

p a t t e r n ' s sake." Fors ter i s vehement in his c r i t i c i sm of 

^^ Aspects of the Novel, p . 122. 
^^ I b i d . , pp. 142-143. 
^^ Ib id . , p . 145. 
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Janies Joyce, who, according to him, grossly ffiisrepresented 

the secret l i f e and gave a f a l s i f i e d and degraded p ic ture 

of i t . Ulysses port rays " a l l his subsconscious wishes and 

\jinrealized dreams, a l l the mud of his mind." Fors ter does 

not approve of Joyce 's condemnation of the human Q?'ace and 

finds him to be v ind ic t ive , soured, obscure and uncompromising. 

He c a l l s Ulysses "a dogged attempt to cover the universe with 

mud, an inver ted victorianism, an attempt to make crossness and 

d i r t succeed where sweetness and l i gh t f a i l ed , a s impl i f icat ion 
98 of hioman charac ter in the interests of He l l . " Joyce cu_rtails 

h is charac te r s , not only in the i n t e r e s t of aestheticism but 

also in the i n t e r e s t s of an unrelieved and un jus t i f i ab le 

pessimism. In an a r t i c l e e n t i t l e d "The book of the Age9̂ ; 

James Joyce ' s Ulysses", Fors ter says: 

Of our fa i l i i res and fa lse t ee th (yours and mine), 
he has given an excel lent account, but he i s too 
i r r i t a b l e and peevish to not ice tha t v;e sometimes 

A have t e e t h of our own. That indeed i s the cen t ra l 
mystery of human natiore in t h i s year of doubt, 
1926: i t i s well equipped and successful, and a 
book tha t would ful ly express our age must take 
into accoujit occasional beauty, s t rength and 
n o b i l i t y . Ulysses shi rks t h i s problem.99 

Joyce thus fa i l ed to unleash the "cent ra l mystery of human 

nature" , the underside of the crea t ive mind, and provide l i t t l e 

I b id , , p , 113. 

^^ New Leader. (March 12, 1926), pp. 13-14, quoted by Watt 
i n " A r t i s t as Horseman: The Unity of F o r s t e r ' s Cri t ic ism", 
Modern Philolog3j:,| vo l . 79, No. I (Aug. 198l)'j^ p. 57, 

file:///jinrealized
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nourishment for the r e a d e r ' s humanity, Fors te r p ra i ses 

D.H, Lawrence because he communicates at a leve l deeper 

than p l o t - s t r u c t u r e or aes the t ic form. The ' n o v e l i s t ' s 

touch' f a l s i f i e s l i f e and Lawrence's charac te rs , though 

not a l ive , are f i l l e d with the l iv ing s tuff . What i s 

valuable in D.H, Larence i s "colour, gesture and out l ine 

in people and things, the usual s tock- in- t rade of the 

nove l i s t , but evolved by such a d i f ferent process tha t they 

belong to a new world," Thus Forster finds some excuse 

for the f l a tness of Lawrence's charac te r s . 

F o r s t e r ' s c r i t i c i sm advocates spontaneity, 

eschews formulas, favours the personal touch and stands for 

poetry and imagination, I,-A, Richards wri t ing on Fors ter 

says: 

Mr, Forster never formulates his c r i t i c i sm of 
l i f e in one of those p r inc ip les which we can adhere 
to or d iscuss . He leaves i t in the painful , 
concrete realm of p rac t i ce , present ing i t always 
and only in terms of ac tua l i ty , and never in the 
abs t r ac t . In other words, he has no doctrine but 
only an a t t i tude , . , . 10'̂  

Canons and dogmas are things loathsome to Fors ter the c r i t i c . 

Cri t ic ism for him i s a man to man business in which i t i s the 

heart tha t p res ides . The a r t i s t , according to him, i s to 

Aspects of the Novel, p , 131. 
101 

"A Passage to Fors ter : Reflections on a Novelist", Fors ter : 
A Collect ion of C r i t i c a l Essays. Twentieth Century Views 
'Series, ed. , Malcolm Bradbury, (NevJ Delhi, Prent ice-Hal l 
of India , 1979>, p . 16, 
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speak d i r e c t l y from h i s h e a r t and t h e t e s t of h i s worth 

l i e s i n h i s a b i l i t y t o commimicate a t a deeper l e v e l , i n 

h i s a b i l i t y to p o r t r a y t h e inne r s e l f whJ.ch i s t he foun­

t a i n sp r ing of poe t ry , p a s s i o n and p e r s o n a l i t y . For 

F o r s t e r , t h e r e f o r e , " the a r t i s t i s not a b r i c k l a y e r a t a l l , 

[but a horseman, whose b u s i n e s s i t i s t o c a t c h Pg'gasus at 
102 'onee, not t o p r a c t i c e for him by mounting tamer c o l t s . " 

Coherency of method and c o n s i s t e n c y of form are i r r e l e v a n t 

t o F o r s t e r i f an a r t i s t can ca t ch ' P e g a s u s ' , t h a t i s , i f 

he can c a p t u r e the hidden l i f e i n h i s work. In t h i s t a s k 

t h e w r i t e r i s always under a compulsion to ' r e a c h back ' to 

some e lementa l r e a l i t y . F o r s t e r c a l l s t h i s compulsion, 

'Prophecy^.' I n Dos toyevsky ' s case i t r e a c h e s back t o p i t y 

and l o v e . ^ I n M e l v i l l e ' s Moby Dick i t i s t h e " p r o p h e t i c 

song" which "flows athwart t h e ac t i on and t h e surface 

m o r a l i t y l i k e an u n d e r c u r r e n t " , and a ' c o n t e s t ' , t h a t 

forms i t s e s s e n t i a l . I n D.H. Lawrence t h e element of 

prophecy ^ p e a r s as something t h a t "cannot be put i n t o v/ords" 

which t r ans fo rms t h e u sua l f i c t i o n a l m a t e r i a l i n t o som.ething 
105 e x t r a o r d i n a r y , F o r s t e r c o n s i d e r s Emily Bronte as a 

p r o p h e t e s s and Wuthering Heights as p r o p h e t i c f i c t i o n . I t i s 

The Longest Journey, (Harmondsworth, Penguin Books, I960) , 
p . 20 . 

''^^ Aspects of t h e Novel, p . 125. 
''^^ I b i d . , p . 126. 

^°5 I b i d . , p . 131 ••• 
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t rue t ha t the book i s symmetrically arranged and log ica l ly 

conceived. But she has introduced "muddle, chaos, tempest" 

in the book and the reason i s , Forster says: "Because in 

our sense of the word she was a prophetess; because what i s 

implied i s more important to her than what i s said; and only 

i n confusion the f igures of Heathcliff and Catherine 

ex terna l ize t h e i r passion t i l l i t streamed through the.^ house 

and over the moors.*" These were not ' b r i c k l a y e r s ' , but 

they were 'horsemen' who^could catch 'Pegasus' at once, and 

so Forster f inds ^It j u s t i f i a b l e to excuse the '^roughness of 
107 

surface" which is found in the works of these writerso- In 

contrast to them James Joyce is a bricklayer and lets 

technique and pattern get in the way of his effort to unleash 

the und'erside of the creative mind, , 

Forster's criticism is not a systematic survey in 

the interests of a method and form. He does not lay dovm 

strict terms which a v/ork of art has to fulfil in order to be 

called a great work of art. In this he differs as a critic 

from Percy Lubbock. For Lubbock the test of a novel lies in 

the 'point of view' from which the novelist describes the 

the characters, Forster quotes him in Aspects of the Novel 

and finds it difficult to agree with him, 

^^^ Ibid., p, 132, 

^^^ Ibid,, p, 124. 

'^^^ Ibid., pp., 125-126,̂  
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The whole i n t r i c a t e question of method, in the 
c ra f t of f i c t ion (says Mrs. Percy Lubbock), I 
take to be governed by the question of the point 
of view - the question of the r e l a t i o n in v/hfch 
the nar ra tor stands to the s tory, 109 

Forster does not accept t h i s view which makes the aes the t ic 

of f i c t i on formulaic. This i s doc t r ina i re c r i t i c i sm which 

places point of view in the cen t re . But for Forster the main 

focus i s not the point of view; '» , . . for me the whole 

i n t r i c a t e question of method resolves i t s e l f not in to the 

formulae but into the power of the wr i ter to bounce the 

reader in to bel ieving what 'fia says . . . " . Forster puts 

t h i s power r igh t at the centre of the problem of the aes the t ics 

of f i c t i o n . In t h i s he i s per fec t ly at one with Virg in ia V/oolf 

who says: 

Any method i s r i g h t , every method i s r i gh t , t ha t 
expresses what v/e wish to express, i f we are 
w r i t e r s ; tha t br ings us closer to the n o v e l i s t ' s 
i n t en t ion i f we are readers.111 

According to Forster , the pov/er to convince the reader ra ther 

than a cons is tent point-of-:view i s the factor which determines 

the method of f i c t i on . So a n o v e l i s t ' s main in ten t ion i s not 

to pro jec t a method but to surpr ise the reader in a convincing 

manner, "The novel i s t who betrays too much i n t e r e s t in his 

I own method can never be more than i n t e r e s t i n g ; he has given up 

''̂ ^ Ibid., p. 81. 

'''̂^ Ibid., pp. 81-82. 

^^^ Woolf, "Modern Fiction^, Collected Essays, vol.- 2, p.' 108. 
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S;iT^ crea t ion of character and summoned us to help analyse his 

own mind, and a heavy drop in tne emotional thermometre 
112 

r e s u l t s , " The worth of the novel i s to be t e s t ed by t h i s 

'emotional thermometre' and not by the au thor ' s view-point. 

The greatness of Tols toy 's War and Peace l i e s in i t s power to 

bounce us up and down Russia, i n keeping the emotional thermo­

metre high. Lubbock would have found i t g rea ter i f i t had a 

view-point. But Forster approves of the sh i f t ing view point in 

Tolstoy because i t "comes off" and i t i s a symptom of the 

"power to expand and contract perception" which i s "'one of the 

g rea tes t advantages of the novel-form, and i t has a p a r a l l e l in 
113 

our perception of life." So for Forster the form of the 

novel must be organic and not methodical. For the sai-̂e of 

sustained effect in fiction method has to be put aside for 

114 

something more v i t a l : imagination. Unified effect in 

F ic t ion i s often the r e s u l t of i n sp i r a t ion , - not method, -

uniformly sustained throughout the whole course of an imagina­

t i v e effortjj This i s what keeps the emotional temperature high 

in f i c t i on . So a novel i s t should not "take the reader into 
115 

confidence about his characters," The result is fatal to the 

aesthetic effect of the novel, "Intimacy is gained", Forster 

says, "but at the expense of illusion and nobility," This is 

''''̂ Aspects of the Novel, p, 83, 

114 

Two Cheers for Democracy, p. 95, 

^^^Aspects of the Novel, p. 84. 

^^^Ibid, 
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the reason why he finds i t d i f f i c u l t to admire ^Andre Gide's 

novel Les FaiJX - Mannayeurs. I t i s a l l of a piece log ica l ly 

but, according to Forster , i t i s not among the v i t a l works.' 

F o r s t e r ' s view of f i c t i on i s i conoc las t ic so far as 

the t r a d i t i o n a l conception of p l o t i s concerned. "As for a 

p lo t - to pot with the p lo t i Break i t up, b o i l i t dovm . , , ,• 
117 

All that is prearranged is false." Most novels are weak 

because there is a battle in them between plot and character 

and at the end plot takes a cow.grdly revenge by winding up the 

novel. "This is because the plot requires to be wound up." 

And Forster asks: "Why is this necessary^ Why is there not a 

convention which allows a novelist to stop as soon as he feels 

bored? Alas, he has to round things off, and usually the 

character go dead while he is at work, and our final impression 
1 1R 

of them i s through deadness.*' This i s vehement c r i t i c i sm of 

the t r a d i t i o n a l aes thet ic of f i c t i on which lays great s t r e s s on 

p lo t -cons t ruc t ion . Fors ter loathes t h i s idea because in 

t r a d i t i o n a l p lo t "logic takes over the command from flesh and 
119 

blood", and his sympathies both as a nove l i s t and as a c r i t i c 

are de f in i t e ly on the side of the f lesh and blood.' The novel i s 

a humanistic document and "human beings have t h e i r great chance ^^^ I b i d . , p . 99. 
'^^^ I b id . , p . 94. 
^ l ^ i M d . 

http://cow.gr
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1?0 i n ttie novel.'** But humanity i s s t i f l e d by the contrived 

p lo t as Fors ter observes in the case of Meredith, the pas t 

master in the ar t of p lo t construct ion. In F o r s t e r ' s view, 

Meredith could not perceive and communicate what i s r e a l l y 

t r ag ic in l i f e ; his v i s ion of nature was not enduring l ike 

Hardy's. So he had to fake things up. 

And his novels: most of the social values are 
faked. The t a i l o r s are not t a i l o r s , the G 
c r i cke t matches are not c r i cke t , the railv;ay 
t r a i n s do not even seem to be t r a i n s , the 
county^^'f ami l i e s give the a i r of havvLng "been 
only j u s t tha t moment unpacked, scarcely in 
pos i t i on before the action s t a r t s the straw 
s t i l l c l inging to t h e i r beards. ' '21 

Inlspite of t h e i r logicali^^iQ Meredith 's p l o t s are c h i l l y fakes 

and he now l i e s in the trough. .Speaking further about 

Meredith' s p lo t Forster says: 

A Meredithian p lo t i s not a temple to the 
t r a g i c or even to the comic Muse, but ra ther 
resembles a se r i e s of Kiosks most a r t f u l l y 
placed among woodejl s lopes, which, his people 
reach by t h e i r own impetus, and from which 
they emerge with a l te red aspect."^22 

In Meredith 's novel, Beauchamr^^ Carreer, Fors ter observes, 

^'an attempt to elevate the p lo t to -Aristotelian syiranetry, to 

turn the novel into a temple wlierein dwells i n t e r p r e t a t i o n and 
123 

peace." It was a failure because the book is a series of 

120 Ifiid., p. 149. 

122 

Ibid., p. 91. 

^^'^ Ibid., p. 90. 

Ibid. 
123 



105 

contrivances t ha t spring from the characters and react upon 

them. "What one hears i s only ''hammering and screwing", to 

construct a well-ordered p l o t . In Hardy too the p lo t triumph's 

over character but Forster admires him because he i s 

" e s sen t i a l l y a poet, who conceives of liis novels from an 
125 

enormous height ." Kardy arranges events with emphasis on 

casua l i ty and the characters are required to acquiesce in the 

requirements of the p l o t . There i s cease less emphasis on f a t e , 

"The fate above us, not the fa te working through us - tha t i s 
126 what i s eminent and memorable in ^essex novels , " But what 

makes Hardy admirable i s t h a t the machine tha t works in I'jis 

novels "never catches humanity in i t s teeth. '" I t i s t rue tha t 

the charac ters are drained of t he i r v i t a l i t y ; they are required 

to contr ibute much to the p l o t , Hardy's flaw l i e s in the fact 

tha t '"he has emphasized causa l i ty m.ore s trongly than his medium 
127 

permi ts . " But he i s great because there i s an element of 

mystery in his novels, In&pite of the ca.use and effect chain 

wliich connects the charac ters to the p lo t " there i s some v i t a l 
1 PR 

problem tha t has not been answered or even posed, ' , , ,•"' 

Merjedith was a great p lo t maker and he knew where ±t could stand, 

but Forster prefers Hardy to him; " . . . the works of Thomas Hardy 
129 

i s my home and tha t of Meredith cannot be , " 
'"^^Ibid., p . 94, 
' '^^Ibid, , p . 92, 
' '^^Ibid. , D. 93. 
^27iMd. ' • 
' '^^Ibid. , p . 93. ^2%Md. 
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Plo t i s the i n t e l l e c t u a l log ica l aspect of the ' 

novel and i t requires an element of mystery. ^According to 

Ar i s to t l e i t was the sole mediiom for a l l human happiness and 

misery to express i t s e l f . But Forster holds the opposite 

view. He finds t h i s framework inadequate to express the 

ful lness of l i f e and charac ter . He says: 

In the novel, a l l human happiness and misery does 
not take the form of action, i t seeks means of "^ 
expression other than through the p lo t , i t must 
not be r i g id ly canalized.130 

In t h i s r e j ec t i on of the t r a d i t i o n s p lo t Fors ter i s joined by 

Virgin ia V/oolf, who experimented with means other than p lo t to 

express human happiness and misery, to capture the 'luminous 

ha lo . ' Woolf completely discarded p lo t i n her l a t e r novels 

v/hereas Fors ter pleads for a change in perspect ive. ' He i s 

y^ only skept ica l about the p lo t and i t s c e n t r a l i t y in the novel. 

After a l l , why has a novel to be plajrined? Why 
need i t close, as a play closes? Cannot i t open 
out? Instead of standing above his work and 
con t ro l l ing i t , cannot the novel is t throw liimself 
in to i t and be car r ied along to some goal tha t he 
does not foresee?131 

For Fors ter the novel i s not to be a v/ell ordered, logica l 

framework with a beginning, a middle and an end.' I f i t i s only 

t ha t , i t w i l l f a l l short of i t s aim. I t must grow and open out. 

" 0 Ib id . 
•'^'' I M d . , p . 95. 
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It is not a thing to be finished and done. It must be 

capable of growing further in the mind of the reader. Its 

rhythms should produce as their effect something in the 

readers' mind, something that is not and cannot be in the 

pages. Forster asks in this regard: 

Is there any effect in novels comparable to 
the effect of the Fifth© Symphony as/whole, 
where, when the orchestra stops, we hear 
something v/hich has never actually been 
played? 152 

Forster is hopeful that fiction might achieve the final 

expression of this type of beauty which music offers* For 

this the novelist should not close himself in the plot. 

Forster suggests: 

Expansion. That is the idea the novelist must 
cling to. Not completion, Not rounding off 
but opeining out,133 

This can be taken as a credal statement of Forster's aesthetic 

of fiction. The notion of a general and harmonious expansion 

is at the very heart of Forster's critical view of fiction,-

and it reflects Mathew -(Arnold's notion of culture as an 

aesthetic goal. According to .Arnold cultxire implies an 

harmonious expansion towards the perfect state. In ".Sweetness 

and Light" he says: 

^^^ Ibid., p. 149. 

^^^ Ibid., p. 149. 
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Cultiire, then i s a study of perfec t ion, and of 
harmonious perfect ion, general per fec t ion , and 
per fec t ion which cons i s t s in becoming something 
ra ther than in having something, in an inv/ard 
condit ion of the mind and s p i r i t , not i n an 
outward set of circun)SjS'ances . . . . The idea of 
per fec t ion as an inward condition of the mind 
and s p i r i t i s at variance with the mechanical 
and mater ial civi(ia.zation in esteem with us, and 
nowhere, as I have said so much in esteem with 
us . The idea of per fec t ion as a general e^cpan-
sion of the human family i s at variance with our 
strong individualism, our hatred of a l l l imi t s 
to the unrestrained swing of the i n d i v i d u a l ' s 
persona l i ty , our maxim of £every man for himself." 
Above a l l , the idea of perfect ion as a harm.onious 
expansion of human nature i s at variance with our 
want of f l e x i b i l i t y , with our inept i tude for seeing 
more than one side of a thing, with our intense 
energet ic absorption in the p a r t i c u l a r pursu i t we 
happen to be following, 13 -̂

One can not ice the indebtedness of Forster to Arnold for thl's/) 

notion of expansion as a guiding p r inc ip le for the nove l i s t s 

as against the notion of completion which forces a novel i s t to 

wind up his p lo t and so f in i sh his novel. According to Fors ter , 

f i c t ion can achieve the type of beauty offered by m u s i c In 

War and Peace he finds such type of beauty. I t s chords sound 

behind us as we read i t and when we finished every item in i t 
135 

acquires an unexpected expansion. 

Fors ter i s an impress ionis t ic c r i t i c . He has no to(ugh 

standards or [touchstones to measure the greatness of l i t e r a r y 

134 
Mathew Arnold, "Sweetness and Light", Culture And Anarchy 
in English Prose of the Victorian Era, ed., Charles 
Frederick Harold and William, D, Templeman (Nev/ York, 
Oxford University Press, 1972), p. 1138. 

135 
Aspects of the I\i:ovel, p . 150. 
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^ r k s . He does not believe i n theor is ing about l i t e r a t u r e , ' 

A v/ork of l i t e r a t u r e , according to him, i s valuable not 

because of i t s soc io -po l i t i c a l relevance, not because of i t s 

moral suggestiveness, not because of the sequen t ia l i ty of 

inc idents and l o g i c a l i t y of p lo t , but because i t communicates at 

a deeper l eve l to the indi(,v;idual human hear t . So a novel 

cannot be approached with any elaborate c r i t i c a l ^ p a r a t u s . ' 

There i s only one approach to l i t e r a t u r e , tha t i s , the personal 

because Fors ter says, "There i s only one note in l i t e r a t u r e -

the personal,*' P r inc ip l e s and systems cannot be applicable 

in the case of the novel. Forster*s ^p roach to the novel i s a 

Aamshackly one, and according to him, in the business of novel 

c r i t i c i sm the main examiner i s the "human heart" and i t wi l l be 
137 

a man-to-man bus iness ." This shows the impress ionis t ic bent 
of F o r s t e r ' s c r i t i c i sm . According to him, "the f inal t e s t of a 

novel wi l l be our affection for i t , as i t i s the t e s t of our 

/ 

1 ^ft 

fr-i?ends, and of anything e lse which we cannot def ine," For 

Forster one ' s affection for the wri ter i s also the t e s t of his 

w r k s , Fors ter takes i n t e r e s t i n WiTti'am Arnold because he i s 

^Mathev; Arnold 's brother . Commenting on Oakfield, Forster says, 

" . . ' , i t has the Arnold i n t e g r i t y . I t i s the work of a man whose 

brother was a genius, and who was akin to t h a t brother morally." 

''^^ "Ar t i s t as Horseman...", p , 47. 
''^'^ Aspects of the Novel, p . 38. 

^^^ Ib id . 

139 ^William Arnold", Two Cheers for Democracy, p.' 204, 
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He c r i t i c i s e s Virgin ia Woolf s works lout they get a f ina l 

applause from him because of his personal sympathies for 

Virgin ia Woolf. Jane -Austen, Lawrence and Hardy are a l l 

forgiven for t h e i r ^fiaws because of F o r s t e r ' s affection for 

these w r i t e r s . 

Cri t ic ism, for Fors ter , i s an informal affa i r in 

which he speaks about what the novel should be l i ke and how 

others have wr i t t en novels. There i s no pleading for the cause 

of some new aes thet ic of f i c t i o n . I t i s the c r i t i c i sm of a 

p rac t i s ing a r t i s t . Hence i t i s informal, personal , a r t i s t i c 

and impress ion i s t i c , Fors ter i s a t r a d i t i o n a l i s t who cannot 
\ 

t o t a l l y approve of the modern assaul t \ipon the fabric of the 

1 novel. He sympathises with the modern search within. He 

bel ieves t h a t character remains constant for the nove l i s t , and 

considers the novel as a t r a d i t i o n a l form of ar t , ' So the ro le 

of the nove l i s t remains unchanged. In cont ras t to t h i s i s 

Woolf s h i s t o r i c a l conception of ar t and r e a l i t y , ^According to 

Woolf, character changed and so the ro le of the novel is t also 

changed. While Forster says: "History develops; Art stands 

s t i l l . " Both these n o v e l i s t ~ c r i t i c s saw the same problem but 

found d i f ferent so lu t ions . Mar'lOSoldman gives a sa t i s fac tory 

assessment of 'both as c r i t i c s . 

•See note , 56 above.i 

file:///ipon
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As a novel i s t of ideas , F o r s t e r ' s balancing, the 
'proper mixture of c h a r a c t e r ' , as he says in 
Aspects of the Novel, i s e s sen t i a l to the 
complexity of a t t i t udes v/hich i s the subject and 
form of his novel. He works inevitabli;^ from the 
outs ide in . Mrs. Woolf's balancing is"^aesthetic, 
even when, as in The Waves, i t i s a r i g i d pa t t e rn ; 
her po in t s of view are discovered from the ins ide 
and ' r a d i a t e ' from a subjective cen t re . And 
though F o r s t e r ' s i n t en t ion ca r r i e s any intense 
poetry with i t , he i s r e a l l y opposed to Mrs. Woolf's 
poet ic novel. He i s too conscious of the human 
comedy, too much the novel i s t of ideas , too involved 
however^ skept ica l ly , in the l i b e r a l t r a d i t i o n , to 
commit himself to the novel of s e n s i b i l i t y vjhich i s 
her major achievement. 1̂ 1 

He was not an aesthete as V/oolf nearly was. He believed in 

a r t but not at the expense of l i f e as i t i s . His engaged 

humanism took him away from aesthet ic cons idera t ions . His 

approach to f i c t ion as a c r i t i c i s best expressed by Virg in ia 

Woolf in a review of Aspects of the Novel e n t i t l e d "The Art 

of f i c t ion" in which she presents f i c t i on as a lady in t rouble 

and the c r i t i c s as ga l l an t s who come to her rescue. Sir 

V/alter Raleigh and Mr. Percy Lubbock came to her ceremoniously. 

They had a great knowledge of her, but not much intimacy with 

her. Fors ter comes to her without any ceri^mcfny, "discrl'aims 

knowledge but cannot deny tha t he knows the lady v/ell." And 

Woolf goes on 

I f he lacks something of the o the rs ' authori ty , he 
enjoys the p r iv i l ege which are allowed the lover, ' 
He knocks at the bedrood door and i s admitted when 

l 4 l Mark Goldman, pp. 58-59. 
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the lady i s in s l ippers and dressing go\m» Drav/ing 
up t h e i r chairs to the f i r e they t a lk eas i ly , 
w i t t i l y , subtly, l ike old friends who have no 
i l l u s i o n s , although in fact the bedroom i s a 
lecture-room and the place the highly austere c i ty 
of Cambridge. 142 

Unpretntious and unceremonious, untroubled by any absolute 

dogmatic pos i t ions , Fors ter the c r i t i c approaches l i t e r a t u r e 

with an ardent desire to search for the poe t i c , the passionate 

and the personal . And his novels are an attempt to convey the 

poe t ic , the passionate side of human character , to unravel the 

underside of the mind from which springs everything tha t i s 

valuable in l i f e and in a r t . 

^^^ Collected EssaYs I I . p . 5 1 . 
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CHAPTER IV 

HOWARDS END ̂ AND A PASSAGE TO INDIA; EXPERIMENTS 

IN 'CONNECTION' 

F o r s t e r ' s c r i t i c a l creed cen t res around his 

pass ionate des i re to reconci le prose and passion, to bridge 

ttie widening gap betv/een tkie Benthamite and tiae Coleridgean 

views of the world,' Art , according to him, should somehow 

connect the two so t h a t a meaningful survival i s ensured on 

t h i s disordered plsneto! This (seems to be in l ine with 

Woolf's idea of androg^ous a r t . Art , for Woolf, should 

bring about a union between the female and male p r inc ip les 

which is* the only means for wholeness and i n t eg r i t y , ' In the 

age of anxiety and despair where T.S, E l io t could ''connect 

nothing with nothing", Fors ter proposed: "Only connect «>.,*,i" 

His c r i t i c i sm was a quest for reserves of s p i r i t u a l and 

c rea t ive energies in man. But Forster was no dreamy i d e a l i s t , 

no pedlar of Erewhonian myths. His was a tough-minded 

asser t ion of a s p i r i t u a l v i s ion of man. His humanism took him 

in to the midst of hijman a f f a i r s , and human s i tua t ions , ; His 

i d e a l s as a c r i t i c came d i r e c t l y in to con f l i c t v/ith valueso^ 

Fors ter did not ^withdraw in to the inner world of poetry and 

v is ion but as a serious a r t i s t he demonstrated a marriage 

between prose and passion, the inner world of v is ion and the 

outer world of action, because he f e l t t h a t somehow one must 

attempt a connection or e l se we sha l l a l l pe r i sh . His novels. 
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p a r t i c u l a r l y Howards End and A Passage to Ind ia are 

experiments in 'coniaection' . 

In Howards End the Wilcoxes and the Shhlegels 

represent the Benthamite and the Coleridgean cu l tures 

respec t ive ly . These are the two antogonist ic i n t e rp r e t a t i ons 

of the world. One s t r e s se s the public aspect of action and 

events and the other i n s i s t s on the personal aspect of l i f e . 

Wilfred .Stone compares t h i s dichotomy between V/ilcoxes and 

Schlegels to Dickinson's dichotomy between the "Red-bloods'" 

and the "Mollycoddles'". He describes these two types at 

length. 

The Red-bloods had t h e i r o r ig ina l s in the wellborn 
b u l l i e s and roughs of the "best s e t , " those c r i cke t -
playing conformists of the public school (and 
univers i ty) who were destined to ru le Br i t a in and 
her empire; the Mollycoddles were those, l ike 
Dickinson and Fors ter , almost as wellborn, who hated 
and envied the strong ones and consoled themselves 
with dreams tha t one day the meek and the sens i t ive 
would i n h e r i t the ea r th .2 

Forster undoubtedly was on the side of the Mollycoddles and 

Margaret Schlegel r e f l e c t s his views in the novel. He 

believed in the motto: Be soft even i f you stand to get 

-|̂  squashed. This Dickinsjian dichotomy can be c l ea r ly applied 

to the types of people in the novel. The Wilcoxes are the 

Red-bloods. They are in business and "belong to a world of 

1 
Wilfred Stone, The Cave and the Mountain, p . 236. 

^ I b id . , pp. 236-237.^ 
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' t e legrams and anger"; they regard t!ie world as being 

organized towards given ends. They are sharp towards the 

lov/er orders , deferent ia l towards socia l formal i t i es , 

respect ful towards machinery. Predominantly p r a c t i c a l , 

predatory, expansionist , t h e i r s p i r i t i s the s p i r i t of 

Whiggery, t h e i r economies and socia l philosophy are lai 'ssez 

f a i r e . Their household i s masculine and has a l l the energy 

associated v/ith the male p r i n c i p l e . " Wilcoxes believe in 

action and t h e i r dei ty i s eff ic iency. Theirs i s the v/orld 

dominated by committees and i t i s i n t e r e s t i n g to see the 

Wilcox committee s i t t i n g together to decide over Mrs. Wilcox's 

l a s t wish. Forster presents the semi-comic scene thusJ 

Considered item by item, the emotional context was 
minimized, and a l l went forward smoothly,_ The 
clock t icked, the coals blazed higher, and 
contended with the v/hite reiiaiance t h a t poured in 
through the windows. Unnoticed the sun occijpied 
his sky, and the shadows of the t r e e s stems, 
ex t raord inar i ly sol id , f e l l l ike t renches of 
purple across the frosted lawn. I t was a glorious 
winter morning. Ev ie ' s fox t e r r i e r , who had passed 
for white, was only a d i r t y grey dog nov/, so 
in tense was the pu r i t y tha t surrounded him. He was 
d i sc red i ted , but the black b i rds t ha t he was chasing 
glowed with Arabian darkness, for a l l the conven­
t i o n a l colouring of l i f e had been a l t e red . . . ' 

To follow i t i s unnecessary. I t i s a ra ther a 
moment when the commentator should step forward. 

•̂  Malcolm Bradbury, '"Howards End" Fors ter ; A e d l e c t i o n of 
C r i t i c a l Essay. Twentieth Century Views Ser ies , edi ted 
by Malcolm Bradbury, (New Delhi, Prent ice Hall of India 
Ltd . , 1979), p . 132. 
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Ought the Wilcoxes have offered t h e i r home to 
Margaret? . . . The p r a c t i c a l moral is t may acqmt 
them - almost. For one hard fact remains.' They 
did neglect a personal appeal.^ 

In the Wilcoxes' world personal r e l a t i o n i s meaningless.' I t 

i s a thing to be disposed of as jus t an item on the agenda. 

They represent the outer world of daylight experience where 

action and events matter^ and feeling and emotions have no 

place at a l l . They are the p r a c t i c a l pragmatic, matter-of-

fact , Bri t ish- to- the-backbone m a t e r i a l i s t s on whom r e s t s the 

Empire and her success. Margaret, a member of the opposing 

camp, i s aware of the necess i ty and relevance of the Wilcox 

cul ture which i s responsible for the present prosper i ty of 

England. She t e l l s Helen : 

I f Wilcoxes hadn't worked and died in England for 
thousands of years, you and I couldn ' t s i t here 
w i ^ o u t having our t h roa t s cu t . There would be 
no t r a i n s , no ships to carry us l i t e r a r y people 
about in , no f i e ld s even. Jus t savagery . . . . More 
and more do I refuse to draw my income and sneer 
at those who guarantee i t , ^ 

Here Margaret i s only asser t ing an h i s t o r i c a l fac t . The 

i n d u s t r i a l milieu whLch the Wilcoxes represent has changed the 

face of the ea r th . They have achieved success at the cost of 

imagination and personal appeal. They have bull-dozed t h e i r 

Way to the top, and created a milieu governed by m a t e r i a l i s t i c 

Howards End (Hamondsworth, Penguin Books, 1973), pp. 107-108, 

^ I b id . , pp. 177-178. 
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and u t i l i t a r i a n values. But nevertheless,' the rea l i ty of 

such outer l i fe cannot be denied, though i t has "been bui l t 

upon sand. Margaret herself t e s t i f i e s to the rea l i ty of 

Wilcox milieu. .She t e l l s Helen: 

The t ruth i s that there i s a greater outer l i fe 
that you and I have never touched - a l i fe in 
which telegrams and anger count. Personal 
relat ions that we think supreme, are not supreme 
there . Their love means marriage settlements, 
death, death duties. So far I'm clear . But 
here's my diff iculty. This outer l i f e , though 
obviously horrid, often seems the real one -
there ' s gr i t in i t . I t does breed character.' 
Do personal relat ions lead to sloppiness in the 
end?"6 

Boorish industrialism untouched by personal sentiments i s 

what the Wilcox culture stands for in the novel.' For them 

social propriety counts more than human or personal sympathy. 

In contrast to them are the Schlegel s i s te r s with their 

' fet ishes and in te l lec tual heritage; "They are thoroughly. 

Bloomsbury; they entertain musicians, a r t i s t s and even an 

actress; they believe in l i t e ra ture , art and personal 

relat ions; they are moralists and an t i -u t i l i t a r i ans ; they 

have a nobbish faith in the rightness of thei r ovm sensibi l i -
7 

t i e s , " Their household i s predominantly female,' They are 

emancipated, modern, humane, thoughtful and responsive to the 

plight of the less fortunate. Their idealism i s attributatile 

Ibid., p, 41, 

' Wilfred Stone, op, cit., p, 239, 
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to t h e i r German background. Their standard of morality 

s t r e s ses personal sympathy ra ther than soc ia l p ropr ie ty . 

•Social conscience, for them, i s l e s s important than personal 

r e l a t i o n s . They are the dreamy i n t e l l e c t u a l i d e a l i s t s 

representing the inner l i f e and the forces of ' the unseen ' . 

Their values come d i r ec t l y in to conf l ic t with the V/ilcoxian 

values . They stand for the female p r inc ip l e of order, 

sympathy, harmony and understanding. They are romantic i n 

t h e i r temperament as against the p r a c t i c a l English heri tage 

which the Wilcoxes stand for . This a n t i t h e s i s between the 

V/ilcoxes and the Schlegels c rea tes a d i a l e c t i c " in which the 

nat ional contes t s with the i n t e r n a t i o n ^ the seen with the 

unseen, the p r a c t i c a l with the romantic, the prose with the 
8 ' poetry and the passion." In t h i s conf l ic t Fors ter c l ea r ly 

shows his a f f i l i a t i o n with the Q'erman and Coleridgean idealism 

with i t s impl i c i t separat ion ^t) u t i l i t a r i a n and aesthet ic 

funct ions. He i s on the side of the Schlegels a l l through the 

con f l i c t . But he b e l w e s tha t t r u t h can be found only by 

making repeated journeys in to both the extremes, and f i na l ly 

by bringing about avunion of the two. The novel thus i s an 

attempt to t e s t the a b i l i t y of Bloomsbury l ibera l i sm to 

survive a marriage with the great outside world of action and 

events . The jus tapos i t ion of Wilcoxes and .Schlegels i s meant 

Malcolm Bradbury, "HowardsEnd^', p . 133. 
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t o show the conf l ic t in which one can bring about a synthesis 

by the Fors te r ian motto which Margaret Schlegel l i ve s out in 

the novel. 

\ Only connect. That was the whole of her sermon,' 
I Only connect the prose and the passion, and both 
\ wi l l be exalted, and human love wi l l be seen at 

i t s height . Live in fragments no longer,' Only 
connect, and the beast and the monk, robbed of 
the i s o l a t i o n tha t i s l i f e to e i t he r , wi l l d ie ,9 

"Only connect*': t h i s i s F o r s t e r ' s p lea for meaningful survival 

i n a world in which l i f e i s fragmented. Margaret 's marriage 

v/ith Henry Wilcox i s a symbolic union of the two cultixres 

they represent . I t i s her de l ibera te attempt to a t t a i n 

proport ion, to achieve wholeness or in Woolfian terms, 

androgyny. S t e r i l e idealism and romantic dreaming alone cannot 

improve the world, nor can inhuman industry alone b e t t e r the 

s i t u a t i o n . There has to be a connection between the two 

V systems of values so tha t l i f e becomes meaningful, so tha t a r t 

becomes meaningful. I t i s the only way to escape decadence and 

b r u t a l i t y which the two extremes threaten to unleash in the 

world. In the thematic framework there i s , therefore , a 

" joining of power and s e n s i b i l i t y , the heroic and the c iv i l i zed , 
10 male and female". Weakening of imagination the i n d u s t r i a l 

world i s what Forster deplores and the pl^e,a for imagination can 

^ Howards End, p , 188. 
10 

Wilfred .Stone, op c i t . , p , 236. 
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"be ef fec t ive only i f one can connect poetry and passion with 

ttie " c i v i l i z a t i o n of luggage", which pr ized money f i r s t , 

i n t e l l e c t second, imagination not at all» 

I t i s the vice of a (g^ulgar mind to be t h r i l l e d "by 
bigness, to think tha t a thousand square miles are 
a thousand times more v/onderful than one square 
mile . . . That i s not imagination. No, i t k i l l s i t 
. . . . Oh yes, you have learned men, v/ho . . . co l lec t 
f a c t s , and fac ts , and empires of f a c t s . But which 
of them wi l l rekindle the l i gh t wi th in?H 

Margaret Schlegel t r i e d to rekindle the l i g h t within by 

attempting to connect the prose vath the passion, ' This i s 

the only way to spread what Arnold c a l l s "sweetness and 

l i g h t . " She i s the idea l of proportion in the book. Her 

search for t r u t h d i f fe rs from tha t of a ' y o g i ' , or from tha t 

of a comissar. Her t r u t h i s a synthesis , an organic whole 

which i s grea ter than the sum of i t s p a r t s . In contras t to 

her s i s t e r Helen's romantic love, Margaret 's love for Henry 

V/ilcox i s a means of " s e t t i n g his soul in order", of making 

him a "be t t e r man", of helping him "to the building of the 

rainbow bridge tha t could connect the prose in us v;ith the 
..13 

passion." Her connection is a heroic attempt to keep 

proportion, an effort to join the prose and the passion,' 

Whereas Helen̂ is connection is a kind of hysterical self-
14 immolation verging on the suicidal. She destroys Leonard 

Howards End, p, 43,' 

''̂  Ibid., p. 219» 

^^ Ibid., p. 240, 
14 

Wilfred Stone, op cit., p. 253. 
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B^kst and makes liim die a symbolic death even before he 

actual ly d i e s . She f a i l s to achieve proport ion, and thereby 

f a l l s short of a t ta in ing t r u t h as Margaret views i t , ' 

f The businessman who assumes tha t t h i s l i f e i s 
everything, and the mystic who as se r t s t ha t i t 
i s nothing, f a i l | on t h i s side or that- to h i t 
the t r u t h . 
'^Yes, I see, dear: i t ' s about halfway between," 
Aunt Juley had hazarded in e a r l i e r years. ' No, 
t r u t h , being a l ive , was not halfway between 
anything. I t was only to be found by continuous 
excurs ions ' in to e i the r realm, and through 

^ proport ion i s the f ina l secre t , to e.'spouse i t at 
the outset i s to insure s t e r i l i t y . ' ' S ' 

Margaret 's love affair with Mr, Wilcox i s an excursion in to 

the other extreme in order to e s t ab l i sh proport ion and to 

escape from s t e r i l i t y . She t e l l s Helen 

There i s the widest gulf between my love-making 
and yours, Yonrs was romance; mine wi l l be prose, ' 
I'm not running i t dovm - a very good kind of 
prose, but well considered, v/ell thought out , , - , , 
I know a l l Mr,' WolcSx's f a u l t s . He's afraid of 
emotion. He cares to much about success, too 
l i t t l e about the p a s t . His sympathy lacks poetry 
and so i s n ' t sympathy r e a l l y , I ' d even say - she 
looked at the shining lagoons - " tha t s p i r i t u a l l y , 
he ' s not as honest as I am. Doesn't t ha t sa t i s fy 
you?" 16 

Margaret j/iovers between the two worlds and r e a l i s e s the t r u t h 

of both, accepts men as they are and continues to search for 

t r u t h . She r e f l e c t s : 
f 

How wide the fulf between Henry as he was and Henry 
as Helen thought he ought to be. And she herself -
as usual between the two, now accepting men as they 

15 
16 

Howards End, pp. 195-196. 
I b i d . , p , 177. 
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are, now yearning with her s i s t e r for t ruth,] Love 
and Truth - t h e i r warfare seems e t e rna l . ' ' 7 

The novel i s a drajna of t h i s warfare between L&ve and Truth 

in v;hich proport ion i s the only means of peace and harmony. 

This warfare takes a socia l dimension v/hen the question: who 

shal l i n h e r i t England? i s r a i sed . "Hov/ards End'" i s a 

s p i r i t u a l symbol for England and at the end of the novel we 

find the 'Schlegel s i s te r s in posssession of Hov^ards End.i The 

Mollycoddles are v ic to r ious add we find Margaret standing l i ke 

an angel guarding"^Hov/ards End^and i t s occupajits against Wilcox 

Red-bloods. The heir to Howards End i s c e r t a in ly , tfHelen's 

chi ld , an i nd i r ec t r e s u l t of the V/alcox 'S ' i r responsibi l i ty and 

Helen's su ic ida l romance. Schlegelian standard of personal 

siTnpathy l i v e s symbolically through Leonard's chi ld , though 

Leonard himself i s sacr i f iced in the process . He i s disposed 

of through death and Henry Wilcox i s defeated through moral 

enervation. The Schlegels triumph but by destroying everyone 

they come in to contact with. I f Henry Wilcox l i v e s on 

happily with Margaret, i t i s not the Henry Wilcox v/hom we have 

knov/n, but a moral ghost who was created anew as a r e s u l t of 

Margaret 's attempts to ' connec t , ' Leonard l i v e s but through 

Helen's ch i ld who i s the r e s u l t of a hys te r i ca l union in the 

cause of moral sympathy, and who, therefore , wi l l be a shadowy 

exis tence. I f .Schlegels' way i s F o r s t e r ' s way to achJ.eve 

'''^ I b i d . , p . 228. 
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proportion, much of human life, whether it is that of 

Wilcoxes or of the Basts, will be destroyed before Forster 

can do us a novel. One can certainly notice a curtailment of 

life in the interest of moral enthusiasm, Forster's mission 

in this novel is to defeat the devil, the Benthamite culture, 

represented by the Wilcoxes, which is "blinded by arithmetic, 

deaf to the warnings of poetry, which assumed that a man is 
1 fl 

only the sum of his qua l i t ies .^ ' 

Margaret 's f ina l triumph over the Wilcoxes symbolizes 

the triumph of the female p r inc ip l e over the male p r inc ip le , ' 

Fa i lure to connect i s what i s wrong with the VJilcoxes who are 

dominated by the male p r i n c i p l e . When Henry objects to Helen's 

presence in Howards End on the ground of soc ia l propr ie ty 

Margaret gives a long speech exposing his f a i l u r e to connect, 

''Not any more of t h i s " she c r ied , "You shal l see 
the connection i f i t k i l l s you, Henry, You have 
had a mis t ress - I forgave you. My s i s t e r has a 
lover - you drive her from the house. Do you see 
the connection? Stupid, hypocr i t ica l , cruel - oh, 
contemptible - a man who i n s u l t s his wife, v/hen 
she ' s a l ive and cants with her memory when she ' s 
dead, A man v/ho ru ins a woman lor h is p leasure , 
and c a s t s her off to ru in other men, And gives 
bad f inanc ia l advice, and then says he i s not 
respons ib le . These men are you. You c a n ' t 
recognise them because you c a n ' t connect, ' , I'%e 
had enough of your unweeded kindness, I ' v e spoi-lit 
you long enough . . . . Mo one has ever t o ld you what 
you are - muddled, cr iminal ly muddled. Men l i ke 
you use repentence as a b l ind . So don ' t repent,; 

18 Stone, p , 7p quoted from Galsvrorthy Lowes Dickinson. 
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Only say t o yourse l f , 'what Helen has done, I ' v e 
d o n e . ' " 1 9 

This reveg^ls an e s s e n t i a l d i f f e r ence betv/een t h e .Schlegels and 

t h e Wilcoxes. The V/ilcoxes never admit be ing wrong v/hereas 

t h e S c h l e g e l s admit t h a t they may be wrong. Henry ' s s h i r k i n g 

of r e s p o n s i b i l i t y for Leona rd ' s misery and H e l e n ' s romantic 

sympathy for Leonard are t h e extremes which are c o n t r a s t e d i n 

t h e n o v e l , Margaret keeps p r o p o r t i o n by t r y i n g t o connect i n 

t h i s extreme s i t u a t i o n , and makes sure t h a t Leona rd ' s c h i l d 

becomes t h e h e i r to Howards End. The c o n d i t i o n of the 

S c h l e g e l s i s t e r s may be s a i d t o be the c o n d i t i o n of s p i r i t u a l 

and moral l a i s s e z - f a i r e . They t r y t o a t t une themselves t o the 

Wilcox rhythms of " t e legrams and anger ." Helen heads for a 

headlong c o l l i s i o n r e s u l t i n g i n h y s t e r i a and v io l ence whi le 

Margaret connec t s th roughout , "She connected, though the 
20 connec t ion might be b i t t e r . " 

Keeping p r o p o r t i o n becomes t h e c e n t r a l c r i t e r i o n 

of q u a l i t y i n t h e nove l . P r o p o r t i o n r i n g s throughout t h e 

novel th rough t h e o p e r a t i o n of t h e metaphors of wholeness, t h a t 

of seeing l i f e s t e a d i l y and see ing i t whole. The former i s 

t h e b u s i n e s s of a success fu l m a t e r i a l i s t whi le t h e l a t t e r , t h a t 

of t h e s e n s i t i v e and t h e p lucky . F o r s t e r n a t u r a l l y chose t h e 

''^ Howards End, p . 300.' 

^° I b i d . , p . 207. 
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l a t t e r and so did Margaret i n the novel. These two di f ferent 

v^ays of react ing to l i f e are representa t ive of the two 

cont ras t ing cu l tu res in ' the b§,ok, Margaret herself becomes 

the advocate of seeing l i f e whole. 'She says: 

I t i s impossible to see modern l i f e s tead i ly and 
see i t whole, and she had chosen to see i t v/hole. 
Mr. Wilcox saw s tead i ly .21 

Modern l i f e i s so mechanized and fragmented tha t one cannot 

look at i t and consider i t item b\y item and at the same time 

comprehend i t as a whole. The V/il'e,oxes look at l i f e , love, 

marriage, death e t c , i n a committee room considering them 

item by item and so they f a i l to achieve a whole, complex 

v is ion of l i f e . The Schlegels , on the other hand, prefer to 

see i t v/hole. Leonard, the representa t ive of the poor c l a s s , 

the c u l t u r a l l y underveloped, also perceives the imposs ib i l i ty 

of doing both, seeing l i f e s t ead i ly and seeing i t whole.' He 

says: 

Oh, i t was no good, t h i s continual /^aspiration »•,'•,,] 
To see l i f e s tead i ly and to see i t wfiole was not 
for the l i ke s of him.22 

This "continual aspi ra t ion" to keep proport ion seems to become 

a r e a l i t y when Margaret indulges in a r a the r romantic 

contemplation of the e te rna l l i f e of the countryside. ' 

^^ I b i d . , p . 165. 
I b i d . , p . 67« 
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In t h e s e Englis t i farms, i f anyw'aere, one might 
see l i f e s t e a d i l y and see i t whole, group i n one 
v i s i o n i t s t r a n s i t o r i n e s s and i t s e t e r n a l youth, 
connect - connect wi thout b i t t e r m e s s u n t i l a l l 
men are b r o t h e r s . ^ ^ 

P r o p o r t i o n , Connect ion, Wholeness: t h e s e are t h e 

rhythms wi th which t h e novel c l o s e s , Ruth Wilcox r e p r e s e n t s 

t h e achievement of p r o p o r t i o n . .She i s t h e l i v i n g a f f i rma t ion 
24 

t h a t " i t i s p r i v a t e l i f e t h a t holds out tt ie mi r ro r to i n f i n i t y . " 

Her l i f e wi th t h e Wilcoxes i s i n d i r e c t l y p i c t u r e d by Margaret 

To be humble and k ind , to go s t r a i g h t ahead, t o 
love peop le r a t h e r than p i t y them, t o remember 
t h e submerged - wel l one c a n ' t do a l l t h e s e 
t h i n g s a t once, v;orse luck , because t h e y ' r e so 
c o n t r a d i c t o r y . I t ' s t hen t h a t p r o p o r t i o n comes 
i n - t o l i v e by p r o p o r t i o n . Don ' t beg in with 
p r o p o r t i o n . Only p r i g s db t h a t . Le t p r o p o r t i o n 
come i n as a l a s t r e s o u r c e when t h e b e t t e r t h i n g s 
have f a i l e d . 25 

Mrs.' Wilcox kep t p r o p o r t i o n when the b e t t e r t h i n g s have f a i l e d . ' 

This i s what Margaret t h i n k s as g r e a t n e s s i n her, ' 

•She was not i n t e l l e c t u a l , nor even a l e r t , and i t 
was odd t h a t , a l l t h e same, she should g ive t h e 
i d e a of g r e a t n e s s , Margaret , z ig -zagg ing wi th 
her f r i e n d s over Thought and Ar t , was consc ious 
of a p e r s o n a l i t y t h a t t r anscended t h e i r ovm and 
dwarfed t h e i r a c t i v i t i e s . There v/as no b i t t e r n e s s 
i n Mrs. Wilcox; t h e r e was not even c r i t i c i s m ; she 
was l o v a b l e , and no ungrac ious or u n c h a r i t a b l e 
word had passed her l i p s . Yet she and d a i l y l i f e 
v/ere out of focus; one or t h e o t h e r must shov/ 
b l u r r e d , (And at Mnch she seemed more out of 
focus than u sua l , and n e a r e r t h e l i n e t h a t d i v i d e s 
d a i l y l i f e from a l i f e t h a t may be of g r e a t e r 
impor tance .26 

2^ I b i d . , p . 264, 

^^ I b i d . , p . 9 1 . 
^^ I b i d . , p . 8 3 . 

^^ I b i d . , p p . 86-87 . 
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I f Mrs.' Wilcox i s a symbol of proport ion, why; 

does she f a i l to change the Wilcox system? This i s a moral 

question t h a t etan be asked in the novel. The book has no 

d i r ec t answer to i t and shows and e th i ca l evasiveness*' One 

Can only conclude tha t "the b e t t e r th ings have fai led" v;ith 

Mrso' V/ilcox and so she ended her l i f e calmly by keeping 

propor t ion . But to Margaret she becomes a source of 

i n s p i r a t i o n and solace. To her Ruth V/ilcox i s an evidence 

t h a t God works in other ways. Through Ruth, Margaret finds 

a home amidst the c i v i l i z a t i o n of luggage. She finds in 

Ruth Wilcox everything tha t she can r e t a i n as re l ig ion . ' .She 

finds in Ruth 's l i f e the t r u t h tha t the \anseen cannot be 

expressed adequately in public l i f e and "*... personal 

I in te rcourse , and tha t alone, tha t ever h in t s at a personal i ty 
I I 27 • beyond our dai ly v i s ion , " From Ruth she learns her mission, 

tha t i s , not to cont ras t the seen and the unseen, poetry and 

p'pose, the outer l i f e and the l i f e , but to reconci le them,^ 

Margaret r e a l i s e s tha t she must " f i l l out both the prose and 

poetry in her own l i f e , and t h i s f i l l i n g out i s the p r inc ip l e 

of expansion in the novel ," 

The rhythms of the novel close l i ke Beethoven's 

F i f th Symphony and we find the JSchlegels escaping in to the 

"̂̂  I b i d . , p . 9 1 . 
®̂ Malcolm Bradbury, p. ' 138. 

file:///anseen
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music heard after the o rches t ra stops, in to the future 
29 per fec t ion which "'has never actual ly been played,*" A world 

of s p i r i t u a l absolutes alone i s f i t for the ^chlegels and 

they d r i f t in to i t . So the novel does not c lose , but opens 

out,'' Margaret 's attempts to ' ' f i l l out" the prose and the 

poetry are not yet over, but they provide,/ an '"expansion, not 
50 completion" for the p o s s i b i l i t i e s of the novel,> The book 

as such i s an eloquent p l ea for personal r e l a t i o n and Bloomsbury 

l ibe ra l i sm. Through the imsuccessful experiments at connection 

Fors ter t r i e s to find out an a l t e rna t ive to decadence and 

b r u t a l i t y tha t seem to threa ten l i f e in the modern world. 

Proportion i s liis answer. Connection i s h is means,) The book i s 

a drama of conf l i c t and an attempt to e s t ab l i sh proportion btoth 

in social and personal l i f e , 

•A P'assage to Ind ia i s F o r s t e r ' s g rea tes t achieve­

ment as a n o v e l i s t . His views on the novel are best exemplified 

in t h i s book. His c r i t i c a l views of f i c t i on are ful ly in 

evidence in A Passage to India , I t i s the g rea te s t example of 

moderation which Forster advocates amidst the fury of new 

experiments in the genre. Fors ter believed tha t the novel should 

r e t a i n i t s t r a d i t i o n a l s tock- in- t rade or e lse i t loses i t s 

Values. What should be new in f i c t ion i s the new- sensi t iveness 

^^ Aspects of the Novel. P-'^3-
30 

Ib id , 
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with which, the novel i s t should inform his work. He i s 

suspicious about the innovations of his eontemporaries*' For 

Fors ter the t r a d i t i o n a l form and methods are indispensable, 

but the nove l i s t must be able to present the poettc^c,). the 

pass ionate and the personal aspects of l i f e . As a novel i s t 

F o r s t e r ' s main concern i s to represent how people l ive l i f e as 

i t i s . -And so he d i s t r u s t s any dominant p a t t e r n for the novel.' 

According to him, in f i c t i on " l i f e should be given the O".'^-

preference and must not be v/hittled or distended for a 
51 

p a t t e r n ' s sake." Human beings are the permanent mater ial of 

ficition and the novel i s ' sogged with humanity.' For t h i s 

reason "the novel i s not capable of as much a r t i s t i c develop­

ment as the drama: i t s hiunanity or the grossness of i t s 
32 mater ial . . . hinder i t . " 

I t wi l l be our task to determine whether in .. 

•A P'assage to India he i s successful in p r ac t i s i ng a l l t ha t he 

preached in Aspects of the Novel. The answer i s yes, but . 

Let us look at the novel in terms of the d i f fe ren t aspects of 

the novel. The f i r s t aspect which Fors ter speaks of i s the 

svt'ory. I f one asks whether A Passage to Ind ia has a story, 

the aiswer wliich Fors ter himself would give i s : "Yes - oh dear 
33 

yes - the novel tells a story." After reading the first few 

Aspects of the Novel, p. 145. 

^^ Ibid. 

^^ Ibid., p. 40. 
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chapters tlie reader i s curious to know what happ'ened next,; 

The novel revea ls a "double allegiance*', t h a t i s , to l i f e 
34 y, i n time and l i f e by values . Forster does not hide the 

clock in the novel nor does his al legiance to l i f e in time 

lead us to i t s normal des t ina t ion , the grave. He harmonises 

the two and so we hear both the t ick ing of the clock and the 

voice of va lues . The clock t i c k s on, two English lad ies 

desirous of seeing the r e a l India land up in Chandrapore.' 

One of them accidently f a l l s in with a young Indian doctor.' 

Friendship develops and the young doctor arranges an 

expedition in to the Marabar Caves in order to show the r ea l 

India to the English l a d i e s . He i s joined by Cyril Fielding, 

the l i b e r a l educat ionis t , who i s i n with Aziz and the Indians . 

Something happens in the cave into which Adela Quested en te r s . 

Dr, -Aziz i s accused of raping Adela and i s arrested, ' Racial 

r i v a l r y i s l e t loose and during the ordeal Fielding i s on the 

side of h is friend Aziz against his fellow countrymen. In a 

packed court-room Adela breaks down and withdrav/s her charge 

against Dr. Aziz. The Indians are happy and Fielding becom.es 

t h e i r hero. Adela i s re jec ted by the Anglo-Indians and i s 

l e f t alone. Fielding comes close to her and helps her to be 

l e t off wi'ibhout paying damages to Aziz. The clock t i c k s on. 

Adela s a i l s for England. Fielding too gees to England.' Aziz 

and his f r iends ginow suspicious and conclude tha t Fielding 

^^ I b i d . , p . 43 . 

http://becom.es
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has married -Adela. Meanwhile the news of Fie'-rding's 

marriage reaches Aziz. He i s f i l l e d with suspicion and 

hatred. Fielding comes back to India v/ith his wife S t e l l a 

Moore and her brother Ralph. He meets Aziz in Mau,' 

Misunderstanding in cleared but they par t forever, ' This i s 

roughly the story of A Passage to India . This ' l i t t l e worm' 

of time which we have separated from the novel appears to be 

so unlovely and dull . ' But Forster p laces i t against the 

background of the Marabar Gaves which f r u s t r a t e and crea te 

com.plications in the l i f e by time. The Marabar represents 

the u t t e r negation of everything tha t i s important in l i f e by 

t ime. I t even repudiates an attempt at i t s own descr ipt ion 

by Godbole, which u l t imate ly becomes a s e r i e s of negations, ' 

'Are they large caves?' she asked, 
'No, not large,i ' 
'Do describe them, Professor Godbole,' 
' I t w i l l be a great honour' . He drew up his chailr 
and an expression of tension came over his face," 
Taking the c i g a r r e t t e box, she offered to him and 
to Aziz, and l i t up herself . After an impressive 
pause he said: 'There i s an entrance in the rock 
which you enter, and through the entrance i s the 
cave , ' 
'.Something l ike the caves at Elephanta?' 
'Oh, no, not at a l l ; at Elephanta there are 
sculplt\ires of .Siva and Pa rva t i , There are no 
sculptures at Marabar, ' 
'They are immensely holy, no. doubt ' , said Aziz, 
to help on the n a r r a t i v e , 
' 0 h no, o h no , ' 
' .S t i l l they are ornamented in some vjay,' 
'Oh n o , ' 
'Well, they are so famous? We a l l t a lk of the 
famous Marabar Caves, Perhaps tha t i s our empty 
brag.' 
'No, I should not quite say that,' 
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'Describe them to this lady, then,' 
'It will be a great pleasure.' He forewent the 
pleas"ure... .35 

The l i f e in time which Forster presents in the 

novel i s seen against the huge backdrop of the Marabar Caves 

which in the novel symbolise u t t e r negation, valuelessness 

and meaninglessness." And yet i t i s the'centre of the book 

which gives to i t a meaning, and the readers a message.; 

Forster i s not a moral is t and the Marabar Ca^;es are not moral 

or holy at a l l . But they do represent the ' ex t raordinary ' in 

the novel. Without them the l i t t l e worm of time, the story 

of the book, i s dull and ordinary. The book i t s e l f opens with 

an a l lus ion to t h i s extraordinary phenomena, 

Except the Marabar Caves and they are tv/enty miles 
off - the c i t y of Ghandrapore presen ts nothing 
ex'J;raordinary,'36 

Except the extraordinary, you wi l l have only the l i t t l e worm of 

time, the s tory , Ând v/hat i s t h i s , extraordinary element? 

Forster says: 

The caves are read i ly described. A tunnel eight 
fee t long, five feet high,> three fee t wide, 
leads to c i r cu la r chamber about, twenty feet in 
diameter. This arrangement occurs again and again 
throughout the group of h i l l s , and t h i s i s a l l , 
t h i s i s a Marabar Cave. Having seen one such cave, 
having seen two, having seen th ree , four, foiirteen. 

^5 , 
E.M. Forster, -A Passage to India (Harmondsworth, Penguin 

Books, 1936), pp." 73-74. 

^^ Ibid., p. 9. 
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twenty-foxir, t h e v i s i t o r r e t u r n s t o Chandrepore 
u n c e r t a i n -wlaether he has had an i n t e r e s t i n g 
exper ience or a d u l l one or any exper ience at a l l . ' 
He f i n d s i t d i f f i c u l t t o d i s c u s s t h e caves , or t o 
keep them gpar t i n h i s mind, • , , . Nothing, notii ing 
a t t a c h e s to them, and t h e i r r e p u t a t i o n - for they 
have one - does no t depend upon human speech , , ' • . 
Nothing i s i n s i d e them, they were s ea l ed up before 
t h e c r e a t i o n of p e s t i l e n c e or t r e a s u r e ; i f mankind 
grew c u r i o u s and excavated, no th ing , no th ing v/ould 
be added t o t h e sum of good or e v i l , . , . 3 7 

These ' c a v e s ' p rov ide t h e c e n t r e of t he book, and they have 

a t e r r i f y i n g echo which d i s i n t e g r a t e s a l l sounds i n t o a 

monotonous 'ou-boum-.'' This echo i s a c h a l l e n g e to a l l human 

d i s t i n c t i o n s . 

' P a t h o s , p i e t y , courage - they e x i s t , bu t are 
i d e n t i c a l , and so i s f i l t h . Everything e x i s t s , 
no th ing has v a l u e . I f one had spoken v i l e n e s s 
i n t h a t p l a c e , or quoted l o f t y p o e t r y , t h e ^o 
comment would have been t h e same - 'ou-boum', ' 

F o r s t e r does not (iTomanticize t h e Marabar Caves,I He j u s t 

p r e s e n t s them as looming l a r g e behind the s t o r y and t h e p l o t 

of t h e book. They a lso i n f l u e n c e the c h a r a c t e r s of t he book. 

Having "robbed i n f i n i t y and e t e r n i t y of t h e i r v a s t n e s s " The 

Marabar Caves appear t o be t h e v a s t r o a r i n g space aga ins t 

which F o r s t e r develops h i s p l o t and s t o r y . They are c e n t r a l 

t o the a e s t h e t i c s t r u c t u r e of t h e nove l . What they symbolize 

can be deduced from Wilfred S t o n e ' s r>eadiag of t h e s t r u c t u r e of 

t h e nove l , .'Stone, though he generously assumes t h a t t h e 

"̂̂  I b i d . , p p , 124-125. 
^® I b i d , , p , 147. 
^^ Ib id . 
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nove l ' s s t ruc tu re i s overshadowed by F o r s t e r ' s supposed know­

ledge of the s t ruc ture of Hindu temples., gives a convincing 

account of the novel ' s aes the t ic s t ruc tu re . Forster was 

taught to see the temple as the 'World Mountain', "on whose 

exter ior i s displayed l i f e in a l l i t s forms, l i f e human and 

superhuman and subhuman and animal, l i f e t r a g i c and cheerful , 

cruel and kind, seemly and obscene, a l l crowned at the 

mountain's summit by the sun," While in i t s i n t e r i o r there i s 

"a t iny cavi ty , a cen t ra l c e l l , where in the heart of world 

complexity^]) the individual could be alone with his god.'" The 

three sect ions of the novel represent these two forms of l i f e 

and r e a l i t y , the outer and the inner . In the novel, "the Caves" 

i s flanked by "Mosque"' and "Temple", which represent the 

ex ter ior of the world mountain. While the 'Caves' symbolises 

the inner c e l l , the primal darkness and chaos before c rea t ion 

and h i s to ry . I t stands for the primal mystery before a l l 

knowledge, the primal nothingness before everything was created, 

the primal chaos before a l l order and the primal darkness before 

the c rea t ion of l i g h t . I t represents the t imelessness, worjd^ 

lessness , formlessness, meaninglessness and the pr imi t ive 

disorder , the condition of l i f e before c i v i l i z a t i o n intruded and 

made forms, d i s t i n c t i o n s and systems. I t symbolises the inner 

r e a l i t y , the pr imi t ive mystery out of which everything 

or ig ina ted . I t symbolises the One before the many, v/hile 

^° Fors ter , "'The World Mountain" The Lis tener XXXLII (1954), 
p . 978, quoted by Wilfred .Stone, pp. 301-302,' 
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•«Mosque'« and "Temple" stand for l i f e in the daylight world 

of consciousness and experience. They represent the systems 

by which men t ry to l ive a meaningful l i f e . They represent 

the d i f fe ren t ways of responding to the c a l l of the divine, 

the Hindu way and the Muslim way. Chr i s t i an i t y i s i n the 

"backdrop as i t i s the r e l i g i o n of the i n t e l l e c t u a l west.' 

These three r e l i g ious systems are measured against the back­

drop of the Marabar Caves, the symbol of inner r e a l i t y , the 

centre of I n d i a ' s appeal in the book. Fors te r sees how each 

of them responds to t h i s appeal from the caves.i This ^p^eal 

i s in the form of an echo which responds to everything v/ith 

the same meaningless 'ou-boum', which d i s i n t e g r a t e s and 

d i s s ipa t e s a l l form and meaning. I t offers the same response 

to the highest poetry and the coarsest obscenity. ' I t 

repudiates a l l human endeavour at r a t i o c i n a t i o n and systema-

t i s a t i o n . The Marabar Caves i rk the v i s i t o r with t h e i r 

indli^stinctiveness and the monotony of t h e i r echoes. They are 

the nucleus of the novel, the echo-producing cen t re . The tv/o 

sect ions which flank i t symbolise the human response to t h i s 

echo in terms of the tv/o major r e l ig ions i n India . The p lo t 

i n t e r e s t i s focussed on something which happened in the caves, 

and an Indian gentleman, Dr. -Aziz, i s accused of molesting an 

English t o u r i s t , -Adela Quested. The r a c i a l r i v a l r y betv/een 

the Indians and the English reaches a climax^; Mutual hatred 

i s in the a i r but one Englishman, Cyril Fielding i s on the 

side of the Indians . He firmly bel ieves t ha t Aziz i s innocent. 
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Ultimately this is established when Adela breaks down at 

the trial and confesses her mistake. The complication is 

resolved but one question is yet to be answered.i What 

heppened to 4dela in the Cave? This question is never 

answered but instead Forster presents the different 

characters against the experience of the Caves© Adela is 

a miserable creature after the trialo' Her tragedy is due 

to her failure to connect the outer and the inner lives,' the 

exterior and the interior of the World Mountain. Schooled 

in the predominantly intellectual climate of the west, she 

is totally unprepared to enter the cave, to come to terms 

with the inner reality, to face India and to respond to her 

^pealo Instead she tries to interpret her experience in 

the cave in terms of her intellectual standards which operate 

by distinctions and classifications* She classifies her 

experience in the Csi^e as a r^e« A rape must have been the 

only label she coxild give to that experience* The pride 

of intellect, of which she is a victim, cannot sustain 

itself in the face of the echo from the cave* She failed to 

connect harmoniously the outer world with the inner life«:i 

Instead she builds up intellectual defenses against the 

passion, the poetry in her. Just before entering the cave she 

is engaged in a conversation with her host. Dr.' Aziz, on the 

subject of love and marriage. She is attracted by thê  charms 
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of Aziz but ins tead of admitting i t she r e v o l t s against tha t 

na tura l impulse, 

. . , . What a handsome l i t t l e o r i en t a l he v/as, and 
no doulDt his wife and chi ldren were beaut i fu l too, 
for people usually get what they already possess. ' 
She did not admire him with any personal warmth, 
for the re was nothing of the vagrant in her blood, 
but she guessed he might attl^act women of his ov/n 
race and rank, and she regrlTtecL tha t nei;feh®r she 
nor Ronny had physical charm. I t does make s 
difference in a r e l a t ionsh ip - beauty, thick hair , 
a f ine skin.'^-'' 

Stone offers a Jungian i n t e r p r e t a t i o n of what h^pens in the 

cave. What Adela faces in the cave i s the ''shadow, tha t deepest 

I and darkest bottom of the unconscious which s t r i k e s unppeakable 

horror in to those uneqiiipped to encounter i t , " Her ovm 

suppressed subconscious becomes alive and she experiences her­

sel f as "anq-ther." Fai l ing to endSre and accept t h i s experience 

she t r i e s to i n t e rp re t i t in terms used for describing events 

or experiences on the conscious l eve l , -She f a i l s to connect 

her subconscious and her conscious, V/hat she suffers from 

y therefore , i s an "undeveloped hear t , " The mess she c rea tes in 

Chandrapore i s the r e s u l t of her t r ag ic fragmentation and her 

incapab i l i ty to respond to the v is ion in the cave. She t r i e s to 

analyse her experience s t ead i ly and she does not and cannot see 

i t whole. 

P i t t e d a g ^ n s t the 'Caves' a l l the characters ^ p e a r 

_ 

A Passage to India, p , 151, 
42 

Stone, p , 335, 
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to be he lp less dwarfs with the exception of Godbole and Mrs. 

Moore. Mrs, Moore discards her i n t e l l e c t u a l , e th ica l and 

s p i r i t u a l defenses as she faces the Marabar Caves,' She, to a 

jgertain extent , i s capable of "seeing i t whole" as a r e s u l t of 

which she loses her hold on l i f e . She enters the cave t o t a l l y 

unprepared by cul ture and r e l ig ion , but she "surrendered to 

the v is ion" and thus loses a l l i n t e r e s t in the outer l i f e of 

r e l a t i o n s h i p s . 'She comes to the conclusion tha t though people 

are important, re la t ionsh ip i s not . Religion, whJ.ch was her 

stronghold against the anomalies of the world, nov/ appears to 

be "poor l i t t l e t a l k a t i v e Chr i s t i an i ty" , and a l l i t s teachings 

"from 'Let there be l i g h t ' to ' I t i s f in ished ' only amounted 

to 'bourn'," Her i n t u i t i v e adequacy, the secre t understanding 

of the heart , enables her to endure her experience though she 

too i s sha t te red by the echo. I t does not distujrb her a f te r -

v/ards as i t does Adela. As a r e s u l t of i t s influence Mrs. 

Moore experiences a sense of panic and emptiness. In Howards 

End the goblins in the F i f th Symphony infuse the same sense of 

panic and emptiness in Helen Schlegel, After entering one 

cave Mrs, Moore s i t s down, overcome by panic and emptiness,' 

PaT-ic because "she was t e r r i f i e d over an area largei:' than usual; 

the universe never comprehensible to her i n t e l l e c t , offered no 

43 
A Passage to India , p . 148. 



139 

repose to her soul ." Emptiness because re la t ionsl i ip and 

re l ig ion presented themselves to her l i ke a vacuum.' What 

happened in the cave presen ts i t s e l f to her as love - " love 

in a church, love in a cave, as i f there i s the l e a s t 

d i f ference ." The Marabar presents i t s e l f to her as the 

challenge of nothingness• to which she surrenders and she with-
46 draws from l i f e as a ""saint of nothingness." Bhe i s not 

Capable of making a d iBt inct ion between presence and absence 

o f ' l o v e . ' In Marabar love i s absent. I t symbolizes Boeing 

without a t t r i bu t e s . ' Mrs. Moore took i t as f ina l and withdrew 

from l ad ia , while Godbole i s aware of the presence. The 

section e n t i t l e d 'Temple' begins thus: 

.Some hundreds of miles westward of the Marabar 
H i l l s , and two years l a t e r in time. Professor ^y 
Narayan Godbole stands in the presence of God,-; 

Her f a i l u r e ±'D .comprehend Ind ia i s echoed by the coconut palms 

of ^Asirgarh as she s a i l s away. 

'.So you thought and echo v/as India; you took the 
Marabar Caves as f i n a l ? ' they laughed. 'What have 
we in common v/ith them, or they with Asirgarh? 
Good-byei'^8 

Mrs. Moore i s not capable of an extended l i f e after the ordeal 

at Marabar, and she cannot l i k e Narayan Godbole stand in the 

ZI4 
^^ I b i d . , 
^^ I b i d . , 
^^ I b i d . , p . 197» 
^^ Frank Kerm.ode, "E.M, Fors ter as a .Symbolist"', Tv/entieth-

Century Views ^Seff^es. p . 95. . . . . 
47 

A Passage to India, p . 279. 
^® I b i d . , p . 205. 
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pre snece of God and say t o him: 'come, come. ' Having f a i l e d 

t o achieve completeness she i s r e s s u r r e c t e d i n Godbole ' s 

mind a t Mau. 

Thus Godbole, though she was not impor t an t to him, 
rememToered an o ld woman he had met i n C h a n d r ^ o r e 
days . Chance brought her i n t o h i s mind while i t 
was i n t h i s heated s t a t e , he did not s e l e c t her , 
she happened t o occur among the th rong of s o l i c i ­
t i n g images, a t i n y s p l i n t e r , and he impe l l ed her 
by t h i s s p i r £ t § a l f o r ce t o t h a t p l a c e where, 
comple teness can be found. Completeness, not 
r e c o n s t r u c t i o n , ^ 9 

Mrs.' Moore kep t ' p r o p o r t i o n ' though i n an imper fec t ^ay.' -She, 

l i k e Mrs. Wilcox, i s a "redemptive c h a r a c t e r j unable to save 

h e r s e l f she does miraculous t h i n g s for o t h e r s . She did them 

by being t h e s o r t of pe r son she was. .She con t inued t o do them 
50 a f t e r her o rdea l a t t h e Marabar."-^ 

F o r s t e r sugges t s t h a t I n d i a i s a mystery , a 

muddle, where one can come c l o s e s t t to t h e d i v i n e i n Godbole ' s 

v/ay p robab ly , -All o the r a t t empts to p e n e t r a t e the unknown, t o 

e s t a b l i s h Gonnection, are d e s t i n e d t o f a i l . The mud-bespat te red 

Godbole, amidst t he no i sy cl^aos of t h e t h i r d s e c t i o n , as he 

v/ai ts for an<lcelebrates K r i s h n a ' s coming t o save the world, i s 

c l o s e s t t o t h e goal of a t t a i n i n g the d i v i n e . I t i s he who 

^^ I b i d . , pp . 281-282.i 

^ E.K. Brov.ai, "Rhythm i n E.M. F o r s t e r ' s A Passage to India. , 
Twentieth-GentiK'v Viewa^ p . 155. 
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pres ides over th.e ceremony whicli symbolises tlie "approaching 

triimiph of India" , wliich i s a "muddle", "a frustra. t ion of 
51 reason and form," His contemplative ins igh t enables him 

to respond to the mysterious appeal of the unknov;n»' He keeps 

on saying, 'come, come', to the god v/ho neglec ts to come.i He 

has an i n t u i t i v e understanding of the Marabar and his viev/ of 

good and ev i l correponds respect ive ly to the presence and 

absence of 'Lovei, the aspects of his Lord, He t e l l s Fielding 

' I am informed tha t an ev i l action i s performed 
in the Marabar H i l l s , and tha t a highly esteemed 
English lady i s now ser iously i l l in consequence,' 
My answer to tha t i s t h i s ; tha t act ion was performed 
by Dr. Aziz, ' He stopped and sucked in his th in 
cheeks, , ' I t was peformed by the gu ide , ' He stopped 
again. f^It was performed by you,' Now he had an 
a i r of daring and coyness. ' I t was performed by me.' 
He looked shyly down the sleeves of his own coat,! 

( I 'An^by my s tudents . I t was even performed by the 
^ 1 lady herself . When ev i l occurs, i t expresses the ^p 

^ whole of the universe. .Similarly when good occurs, ' ' 

In a manner t ha t i s impossible for the o thers in the novel, 

Godbole i s able to connect the inner l i f e and the outer l i f e . 

He i s able to keep propor t ion. He knows what i s special about 

the Marabar H i l l s , t ha t i s , absence of love. He understands 

the hundred voices of Ind ia and responds to t h e i r ^ p e a l by 

joining t h e i r chorus, 'come, come,' He i s cen t ra l to the main 

action of the t h i r d sect ion, where he waits for Love to taice 

upon i t s e l f the form of Krishna and 'come' to save the world. 

5 * 
A Passage to India, p . 280, 

^^ I b i d , , pp, 174-175.' 
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1 On account of t t i i s , c r i t i c s have argued tha t Forster i s 

! recommending Hinduism as the only answer to the problems in 

' the novel. V.A. 5hahane finds in 'Mosque' "an atteraped 

ge t t ing together*'; "Caves ind ica tes f r u s t r a t i o n and al iena­

t ion" ; 'Temple' s ign i f i e s r econc i l i a t i on "because the 

f e s t i va l i s symbolic of lejre and harmony," George H. 

Thomson co r r e l a t e s the three sect ions with the three stages 

of man's s p i r i t u a l h is tory: a shallow stage marked in the 

book by Aziz ' s "super f ic ia l optimism", a stage of 

dis i l lus ionment , embodied in Mrs. Moore's response to the 

caves, and a stage of qual i f ied achievement, exemplified by 
54 Godbole in the l a s t sect ion. These c r i t i c s are too quick 

to find a proper deno\j£mentC^ for the novel and they do find 

one in Godbole's f e s t i v a l . But Forster did not inteniJi a 

'̂  denouement for the novel. He wanted i t "fc-Ô  grow, to open out, 

\ t o expand and not to close or achieve completion.- The most 

one can say i s tha t by present ing the Mosque-Caves-Temple 

sequence in the novel Fors ter i s recommending 'proport ion ' 

between what needs syntheSi)s,L;heart, mind and soul. The book 

exhorts a symbol-less, sou l - l e s s age "to connect the conscious 

and unconscious spheres of our being.^' Unless such 

•̂ "̂  V.A. .'Shahane, "Symbolism in E.M. F o r s t e r ' s -A Passage to 
India; 'Temple, ' English .Studies XLIV (December 1963> 
pp. 424-427. 

54 
George H. Thomson, "Thematic .'Symbol in A Passage to India" 

Twentieth Century Literature VII (July 196l), p. 51. 

^^ .Stone, p. 339. 
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connection i s made the t r a d i t i o n a l mistakes, - p o l i t i c a l , 

soc ia l , domestic, - wi l l go on being committed. F o r s t e r ' s 

hijmanism does not lose sight of the separat ion tha t i s the 

cause of a l l tragedy and lonhappiness in the world. 

Separat ion between conscious and unconscious i s 
what used to be ca l led the separation betweien man 
and God; humanism, i f i t i s to mean anything, must 
deal with t h i s fundamental fact , Adela, so 
withdrawn, fas t id ious , desexed,jarban, and i n t e l ­
l e c t u a l , i s a heart-breaking C ^ ^ c a t u r e of the 
modern condit ion.56 ^ 

Forster c e r t a in ly honours the Hindu way of worship because of 
57 i t s "iiliclusion of merriment", which Chr i s t i an i t y has shirked. 

I t i s the " l ea s t r e s i s t a n t to the unconscious and the 

i n s t i n c t u a l , the l e a s t dogmatic and theo log ica l , the l e a s t 
58 appalled by the vi'sion of the Shadow,'^' Fors ter admires 

Hinduism because i t revives what the i n t e l l e c t u a l west Sias 

repressed and forgot ten. Behind a l l these symbolic e f for t s to 

connect Fors ter t r i e s to highl ight tha t fiact t ha t for a l l our 

differences we are e s sen t i a l l y one. I t i s our f a i lu re to 

recognize the uni ty behind the differences t ha t i s the cause 

of a l l disharmony and discord in the world. Godbole effects 

t h i s uni ty for some time in "Temple." "The uni ty he makes i s 

an image of a r t ; for a moment at l e a s t a l l i s one; 

57 
A Passage to India, p . 284. 

-̂  s tone, op. c i t . , p . 339. 
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apprehensible by love; nothing i s excepted or extraordinary. 

The novel i t s e l f assumes a similar uni ty , becomes a mystery, 

a reve la t ion of wholeness; and does so without dis turbing 

59 the story or the pa rab le . " 

The other charac ters in the novels in one way 

or other, f a i l to achieve completeness. Ronny Heaslop i s a 

Bri t ish- to- the-backbone administrator , a descendant of the 

Wilcoxes. He does not hear the echo from the cave and i s not 

able to take hold of India . Fielding and Aziz remain 

ou ts iders as far as Ind ia i s concerned. They too are incom­

p l e t e and suffer from unde*;yeloped souls . So A Passage to 

Ind ia does not have a hero or a heroine. There i s no one in 

i t wno can be r ea l l y ca l led a hero. .The main character in 

the novel i s India herself . She f i l l s the book with her 

hundred echoes and her never ending chorus i s : ^.com.e, come'. 

.She i s no one, no p lace , no r e l i g ion , India i s a mystery, 

India does not belong to History or P o l i t i c s . Then, what i s 

India? In the novel "India ( i s ) something which can hardly 

be conceived of." Fors ter himself gives the reason. 

^^ Frank Kermode, «E.M, Fors ter as a Symbolist^', p . 94. 

D.J. Enright, The Apothecary's Shop; Essays on L i t e ra tu re 
quoted by June Perry Levine, Creation and Cri t icism, A 
Passage to India, (London. Chatto & Windus, 1971), p .T l6 . 
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India i s ttie country, f i e ld , f i e ld s , then h i l l s , 
jungle, h i l l s , and more f i e l d s . The branch l ine 
stops, the road i s only prac t icab le for ca rs to 
a poin t , the bu l lock-ca r t s lumber down the s ide­
t r acks , pa ths fray out in to the cu l t i va t ion , and 
disappear near a splash of red pa in t . How can the 
mimd take hold of such a country? Generations of 
invaders have t r i e d , but they remain in exi le . ' The 
important towns they bu i ld are only r e t r e a t s , t h e i r 
quarre ls the malaise of men who cannot find t h e i r 
home. India knows of t h e i r t roub le . .She knows of 
the whole v^orld's t rouble , to i t s ut termost depth. 
She c a l l s 'come' through her hundred mouths, through 
objects r id iculous and august. But come to what? 
She has never defined. 3he i s not a promise, only 
an appeal.^"1 

Fors ter presents the h i s t o r i c a l se t t ing as a means of probing 

a universal condit ion, I n d i a ' s appeal to people, 'come, 'come,' 

can be in t e rp re t ed as the cry of the severed roo ts of man in 

the ear th asking for re-connection. Man has severed his 

"connection with the land" and the hundred voices of India 

are ca l l ing man back, A Passage to India evokes F o r s t e r ' s 

r eve ren t i a l view of nature . 'Nature ' has been bull-dozed out 

of existence in the west. In ' I nd i a ' Fors ter found nature 

which can symbolize what i s permanent, whole and beautiful , ' 

I n d i a ' s appeal i s a p lea to a l l men to associa te themselves v/ith 

her, with nature , with v/hat i s permanent, whole and beau t i fu l , 

"Destroy the old associat ion between the land and the men who 

love her and you breal^ a v i t a l l ink with the i n s t i n c t u a l l i f e . 

A Passage to India, p . 135. 
Fors ter , "Our second g rea t e s t novel?" Two Cheers, p . 231, 
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witt i t h a t sense of an anc ien t and imbroken h e r i t a g e from t h e 

p a s t which c r e a t e s and e n r i c h e s our c u l t u r a l symbols. 'So 

t h e novel i s not a novel about I n d i a a lone , as L ione l 

T r i l l i n g has concluded, ' I t has a wider s i g n i f i c a n c e , ^ ' i t i s . 

about a l l of human l i f e . " ' I n d i a ' i n the novel i s not to 

be l i m i t e d by po t i^ t i c s or geography. -According t o George 

H.' Thomson, *'India r e f l e c t s a l l the world and a l l i t s p e o p l e . " 

I n d i a i s an unfathomable mystery . I t s v a s t n e s s i s repugnant 

t o any o r d e r . I t i s a muddle, and t h e r e f o r e , i t i s incompre­

h e n s i b l e . I f I n d i a could be fathomed a l l c r e a t i o n would be 

comprehens ib le . '"India" dwarfs t h e p l o t i n A Passage to I n d i a , 

as i t dwarfs t h e c h a r a c t e r s . The nove l , t h e r e f o r e , i s a n t i - h e r o 

and a n t i - p l o t . I n Aspects of t h e Novel F o r s t e r de f ines p l o t 

t h u s 

The p l o t , then , i s t h e novel i n i t s l o g i c a l i n 
i n t e l l e c t u a l a spec t ; i t reqioires mystery, but 
t h e m y s t e r i e s are solved l a t e r on; t h e r eade r 
may be moving about i n worlds \anrea l ized , but 
t h e n o v e l i s t has no m i s g i v i n g s , ^ ^ 

The P l o t i n A Passage t o I n d i a does not form t h e core of t h e 

nove l . I t i s shrouded wi th m y s t e r i e s which are not solved, ' 

F rede r i ck G, Crews observes how ' I n d i a ' makes i t imposs ib le 

for a' p l o t t o ope ra t e i n t h e nove l . "To unders tand I n d i a i s 

•Stone, op. c i t . , p . 14. 
L ione l T r i l l i n g , E,M, F o r s t e r (New York, New D i r e c t i o n s , 

1943§, ' p . 161, 
65 

Quoted from "Thematic .Symbol i n A Passage to India" ' , by June 
P e r r y Levine , p . 117. 

Aspects of t h e Novel, p . 95 . 

file:///anrealized
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^ta understand the r a t iona le of ttie wtiole c rea t ion ; but the 

charac ters do not understand i t , and F o r s t e r ' s p lo t maltes 

us ask whether human f a c u l t i e s are capable of such 

understanding at al l ."^ ' ' ' 'So far as India i s concerned " to 

pot With the p lo t " becg.use the novel i s t p re fe r s to mix 

(himself) up in (his) mater ia l and be ro l l ed over and over 

by i t . " He does "not t r y to Subdue any longer' ' but hopes 

"to be subdued, to be car r ied away". In A g^assage to 

Ind ia " a l l human happiness and misery does not take the form 

of action, i t seeks means of expression other than through 
70 the p lo t . , . . " Mela , Azmz and Fielding suffer, not as a 

r e s u l t of any def in i te ac t ion . Godbole's happiness and the 

ignorant b l i s s of the Punkah-puller are not the r e s u l t of any 

de f in i t e ac t ion . Causali ty does not overshadow a l l the 

inc idents in the novel, Enthusiasticr^'about a new scheme for 

the novel, Fors ter asks in Aspects of the Novel 

After a l l why has a novel to be planned? 
Cannot i t grow? Why need i t c lose , as play 
closes? Cannot i t open out? {^' ' Instead of 
standing above his work and cont ro l l ing i t , 
cannot the novel i s t throw himself in to i t 
and be carr ied along to some goal t h a t he 
does not forse e?7l 

' Quoted from The P e r i l s of Humanism, by Levine, p . 117, 
Aspects, p . 99. 

^^ I b i d . , pp*. 9<--31 
^^ I b id . , p . 93. 
71 

Aspects of the Novel, p . 95. 
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The l a s t sect ion of the novel i s sn exempli£ication of t h i s 

en thus ias t i c scheme for the novel. In "Temple*' Forster 

seems to have throvm himself in to the muddle and chaos of the 

Mau f e s t i v a l , quite uncertain where he i s led to -

God (% love. I s t h i s the f ina l message of India? 
'T\jkarajn, Tukaram . . . . 7 2 

Fors ter did not plen sn ending for the novel. The p lo t i s not 

wound up. Fors ter has- followed the "convention which allowsi 
73 a nove l i s t to stop as soon as he fee ls bored.^' He imparts 

a strong prophetic v is ion in the novel which finds an extension 

in the r e a d e r ' s mind and so the novel keeps on growing in the 

minds of the readers . The feel ing remains t ha t the nove l i s t 

^has not rounded thingj^off. The l a s t sentences of the novel 

j u s t i f y t h i s fee l ing, 

'V/hy c a n ' t we be fr iends nov/?' said the other, 
holding him af fec t iona te ly . ' I t ' s what I v/ant. 
I t ' s what you v/ant.' , 

But the horses d i d n ' t v/ant i t - they swerved 
apart ; the ear th d i d n ' t want i t , sending up rocks 
through which the r i d e r s must pass s ingle p i l e ; 
the temples, the tank, the j a i l , the palace, the 
b i rd s , the carr ion, the Guest House, tha.t came 
in to view as they issued from the gap and sav/ Mau 
beneath: they d idn ' t want i t , they said in t h e i r 
hundred voices, 'No, not yet, ' and the sky said, 
'No, not there , '74 

72 
•d Passage to India, p . 281. 

75 
Aspects of the Novel, p. 94, 

^ A Passage to India, p. 317. 
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The reader i s not given a v i s ion of completeness and 

fulf i lment . But he i s prepared for an extended l i f e which 

the scheme of the book does not require the characters to 

represent . The Rhythjns in the novel undoubtedly are 

'proport ion, connection, wholeness. ' The novel i s a drama 

of human struggle and f a i l u r e which i s presented with a 'c'^i 

curious mixture of hope and despair . The rhythm does not 

reach a stage of fulfilment or completion because Forster the 

nove l i s t c l ings to the idea of "Expansion . . . . Not completion,' 
75 

Not rounding things off but opening ou t . " Thus the f ina l 

effect of the novel i s the same as the effect of the Fi f th 

•Symphony of Beethoven's o rches t ra . We hear the music tha t 

has ne^rer ac tual ly been played. In the novel we look forv/ard 

to a future perfect ion, to ay^fulfilment of the rhythjnic ^ p e a l 

of the novel, ' p ropor t ion , ' 

According to Fors ter ''"prophetic f i c t i on ,,',',' 

demands humility and the absence of the sense of humour,' I t 

reaches back - . . . " In A Passage to Ind ia one not ices 

these c h a r a c t e r i s t i c s of prophetic f i c t i o n . I t demands humi­

l i t y because i t s subject matter i s above r a t i o n a l i t y . ' In i t 

one Can observe a compulsion to "reach back" to some elemental 

75 
Aspects of Ihe Novel, p . 149, 
A Passage to India, pp, 285-286. 
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r e a l i t y . The novel reaches back, not to p i t y and love, 

but to a prophetic v is ion of a fijndamental imity which 

alone can ensure a meaningful survival to modern man. Only 

a momentary glimpse of t h i s uni ty i s presented in the novel, 

and tha t i s through Godbole 

Covered with grease and dust, Professor Godbole 
had once more developed the l i f e of his s p i r i t . ' 
He had, with increasing vividness, again seen 
Mrs. Moore, and round her fa in t ly c l inging forms 
of t roub le . He was a Brahman, she Chr is t ian , 
but i t made no difference, i t made no difference 
whether she v/as at t r i c k of his memory or a 
t e l e p a t h i c appeal. I t was his duty, as i t was 
his des i re , tp^'place himself in the pos i t ion of 
the God and tcr^love her, and to place himself in 
her pos i t ion and say to the God, 'Come, come, 
come,. ' This was a l l he could do. How inadequate.' 

^But each according to his capac i t i e s , and he knew 
t h a t h is own were small. 'One old Englishv/om.aa and 
one l i t t l e , l i t t l e wasp, ' he thought, . . . , ' ' I t does 
not seem much, s t i l l i t i s more than I am myself.77 

So the novel i s a prophetic song urging us to ' 'reach back" 

to tha t '"connection with the land" which i s F o r s t e r ' s means 

4- of a t t a in ing wholeness and i n t e g r i t y . The e s sen t i a l in 

A Passage to India " l i e s outside words", reaching beyond the 

remotest echo, the s i l ence . 

The Marabar Caves provide the element of fantasy 

in the novel. Forster defines fantasy as " . . . the in t roduct ion 

of a god, ghost, angel, . . . in to ordinary l i f e ; or the 

in t roduct ion of ordinary men in to no-man's-land; .. '. ' the fourth 

'̂ '̂  A Passage to India, pp. 285-286, 
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dimension; . , . , " '« ^ In A Passage to Ind ia ordinary men are 

introduced in to the '"non-man's-land" represented by tlie 

Marabar Caves. F o r s t e r ' s descr ip t ion of them j u s t i f i e s t h i s 

view. 

There i s something unspeakable in these outposts . 
They are l ike nothing e lse in the world, and a 
glimpse of them makes the breath ca tch . They 
r i s e abruptly, insanely v/ithout the proport ion 
t h a t i s kept by the wildest h i l l s elsewhere, they 
bear no r e l a t i on to anything dreamt or seen.' To 
c a l l them 'uncanny' suggests ghosts, and t h e y f ^ l 
older than a l l s p i r i t , 7 9 

The Marabar Caves suggest the extra-ordinary and the characters 

are measured ag-ainst t h i s f an t a s t i c element. They are the 

sphere of absolute n u l l i t y and u t t e r negation against v/hich 

human values are measured in the novel. They represent the 

' condit ion which the t r a v e l l e r in "The other side of the Hedge '̂ 

, f inds on the other s ide , and are fundamental to the cont ras t 

bstv/een inner l i f e and outer l i f e which the novel implies, ' 

They are the non-human forces which are basic to F o r s t e r ' s 

experiment in connection. ,A Passage to India , i s , therefore , 

the f ines t i l l u s t r a t i o n of the "rainbow'" 8^it h seven "aspects" , 

F o r s t e r ' s scheme for the modeim novel. 

Aspects of the Novel, p . 106, 
79 

A Passage to India, pp. 123-124, 
Aspects of the Novel, p . 100, 
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CONCLUSION 

V/liile summing up i t wi l l be re levant to 

consider the ro le of Woolf and Forster as c r i t i c s and 

t h e i r a t t i t u d e tov^ards c r i t i c i sm in general . As v/e have 

seen, both v/ere p rac t i s ing a r t i s t s and they were 

genuinely i n t e r e s t ed in the nature of the novel,' In t he i r 

c r i t i c a l wr i t ings one finds an attempt to explore and 

extend the genius of the genre. There are s i m i l a r i t i e s as 

well as differences betv/een the cr i t ic i sms of Woolf and 

Fors te r . Both have a tendency to be b e l l e t r i s t i c and both 

make large allowance for impressions in t h e i r c r i t i c i sm . 

Both are skept ica l of' absolute standards and bel ieve in 

r e l a t i v i t y in l i t e r a t u r e . Though they bel ieve in ar t for 

a r t ' s sake they do not bel ieve in c r i t i c i sm for c r i t i c i s m ' s 

salce, nor do they bel ieve in ar t for c r i t i c i s m ' s sake. 

Cri t ic ism for them i s not passing f ina l judgements on works 

of ar t according to any aes the t ic theory. But i t i s an 

informal a f fa i r in which the p rac t i s ing a r t i s t speaks 

casually but i n t e l l i g e n t l y about his and other works of a r t . 

Both Woolf and Forster , f i red by Bloomsbury l ibera l i sm, 

Wanted l i t e r a t u r e to re lease the innate joyousness of man,' 

They v/ere aware of the changing nature of r e a l i t y and 

re luc tan t to pos i t any absolutes in c r i t i c i s m . According to 

Fors ter , ' 'All our c r i t i c i sm i s or ought to be t en t a t i ve" , 

'' "English Prose between I918 and 1939", Two Chhers for 
Demogracy. p . 289, 
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because he says, ''You c a n ' t measure people up, because the ^ 

yard-measure i t s e l f keeps a l t e r ing i t s l eng th . " Vfoolf 

expresses the same view in her famous dec lara t ion tha t "'in 
3 

or about 1910, human character changed", and in her 
conviction t h a t "A character may be r e a l to Mr,' Bennett and 

4 ° 

quite unreal to me,'" Woolf l a id great emphasis on the 

idea of perspect ive in the face of the changing nature of ^ 

r e a l i t y and pleaded for new experiments in new and rad ica l 

adjustments in the form of 'the novel. She t r i e d to do away 

with the t r a d i t i o n a l too l s and methods, and r e l i e d t o t a l l y , 

on her s e n s i b i l i t y to express a new awareness in f i c t ion , 

Forster was l e s s rad ica l and held tha t the old formula v/as 
5 

useful provided i t was inform.ed by a ''new sensitiveness,'*' 

Fors ter believed in the anonymity of the a r t i s t , jj 

The v;riter forgets himself when he i s at v;ork and makes us 

forget ourselves v/hen we read his work. -According to him 

'".,^ a l l l i t e r a t u r e tends towards a condit ion of anonymity, 

and . . . so far as words are c rea t ive , a s ignature merely 

d i s t r a c t s from the i r t rue s igni f icance ," After having 

completed his work the a r t i s t "will wonder how on ear th he 

^ I b i d . , p , 281, 
^ "Mr, Bennett and Mrs,' Brown", Collected EssaVs I . p, ' 320,; ' 

I b i d . , p , 325. 
Aspects of the Novel, p. 36, 

"Anonymity: An inquiry", Two Cheers for Democracy, p, 90,'; 
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•7 

did i t . And indeed he did not do i t on eartli. '" And so 

far as l i t e r a r y crea t ion i s concerned, "to forget i t s 
Q 

Creator i s one of ttie fimctions of Creat ion," For him 

ar t should effect momentary and mutual anonymity betv/een 

the reader and the v^riter, <And t h i s mutual forgetfulness 

i s the evidence of good a r t . So a w r i t e r ' s age, 

' background, biography, psychology, and the influences are 

i r r e l evan t or unimportant while we consider his c rea t ion . 

Th is 'p lea for anonymity i s re f lec ted in Woolf's advice to 

the contemporary c r i t i c s . 'Slie says: 
Let them take a wider, a l e s s personal view 
of modern l i t e r a t u r e , and look indeed upon the 
wr i t e r s as i f they were engaged upon some vast 
bui lding, v/hich being b u i l t by common ef for t , Q 
the separate workmen may well remain anonymous. 

However, Woolf does not prescr ibe anonymity as a universal 

condit ion of great v/orks of-" a r t . .She i s more concerned with 

the privacy of modern a r t . 

Both Woolf and Fors ter agree with E l i o t ' s idea 

of impersonali ty in a r t , E l io t maintained t h a t l i t e r a t u r e 

i s not an expression of pe r sona l i ty but an escape from 

pe r sona l i ty . Woolf expresses quite the same view when she 

"Raison D 'e t re of Cri t ic ism in the Ar ts" , Two Cheers for 
Democracy^ p . 121. 

"Anonymity: -An inquiry", p. 90. 
Q 

"How it strikes a Contemporary*', Common Reader I, p. 304, 
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says 

To "believe tha t your impressions hold good for others 
i s to be freed from the cramp and confinement of 
pe r sona l i t y . 10 

Forster too i s suspicious of the demand t h a t l i t e r a t u r e should 

be an expression of pe r sona l i ty . This i s at one with his idea 

of anonymity which i s a condit ion of forgetfulness of one 's 

pe r sona l i ty . He says: 

The demand tha t l i t e r a t u r e should express personal i ty 
i s far too i n s i s t e n t in these days, and I look back 
with longing to the e a r l i e r modes of c r i t i c i sm where '^ 
a poem was not an expression but a discovery ,i,', . l l 

-And t h i s ' longing ' i s ac tual ly the same as a des i re for 

impersonali ty. 

There i s always, even with the most r e a l i s t i c a r t i s t , 
the sense of withdrawal from his own crea t ion , the 
sense of surpr ise ,12 

Both these n o v e l i s t - c r i t i c s agree as to the 

a t t i t ude of the reader to the wri ter and his work,' Fors ter 

suggests t ha t the reader should aim at a " s p i r i t u a l pa r i t y " , 

and should have a sense of co-operation with the writer,- In 

other words a r t g i s in fec t ious and i t transforms the man who 

encounters i t towards the condition of the man who created i t . 

''° I b i d , , p . 302. 
11 

"Anonymity: -sAn inqioiry", pp. 92-93. 
"Raison D 'e t re of Cri t ic ism - i^ the -Arts", p . 122,' 

''^ I b i d . , p , 120. 
14 . 

"•Anonymity: An inquiry", p . 92, & Raison D 'e t re of Gr t i t ic ism 
in the Arts^}, p . 123. 
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•So the reader should be or iented towards t h i s fellowship.' 

Forster be l ieves tha t c r i t i c i sm does not help in t h i s t r a n s ­

formation or infec t ion . He says: 

Unfortxmately t h i s infec t ion , t h i s sense of 
co-operat ion v;ith a c rea tor , which i s the 
supremely important stejg) in our pilgrimage 
through the fine a r t s , i s the one step over 
whlvSih c r i t i c i sm cannot help, 15 

W6olf too has the same view though in a d i f fe ren t manner, when 

f̂ he says: 

Do not d i c t a t e to your author; t ry to become him. 
Be his fellow-v/orker and accomplice. I f you hang 
back, and reserve and c r i t i c i s e at f i r s t , you are 
preventing yourself from get t ing the f u l l e s t 
poss ib le Value from what your read. T6 

Woolf however reserves a second reading in which 

the reader can assume the ro l e of a judge, whereas at f i r s t he 

i s guided bnly by imaginative sympathy,' .She says: 

Nov/ then we can compare book with book as we 
compare building with bui lding. But t h i s act of 
comparison means tha t our a t t i t ude has changed; 
we are no longer the fr iends of the wr i te r , but 
h is judges; and just/^we cannot be too sympathetic 
as f r iends, so as judges we cannot be too severe. 17 

This ambivalent a t t i tude r e f l e c t s the c rea t ive tension in 

Woolf s crit'i 'cism betv/een the impress ionis t ic response and 

15 
'Raison D 'e t re of Cri t ic ism in the Arts'^', p . 124,' 
'•"How should on 

'"'̂  I b i d , , p , 267. 

1 f> 

'•"How should one read a book". Common Reader I I , p . 259.' 
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the more severe r a t i ona l ana lys is . Woolf does not assume 

the great ro le of c r i t i c , but the l e s se r ro le of a common 

reader, 

V/e must remain readers ; we shal l not put on the 
fur ther glory tha t belongs to those ra re beings 
who are also c r i t i c s . But we s t i l l have our 
r e s p o n s i b i l i t i e s as readers and even our 
importance,TS 

Woolf s 'Common reader ' i s ' a responsive reader, recreated 

i n her own image. This po in t s to Woolf's idea of the c r i t i c 

as an impressionis t judge. Mark Goldman con t ras t s t h i s idea 

of the c r i t i c as impressionist judge with the p o s i t i v i s t 

pos i t ion of Les l ie Stephen, Stephen saw c r i t i c i sm as a 

well-defined body of cri^fecal judgements ordered as l i t e r a r y 

case laws. Even .Stephen made some allowance for impressions 
19 

i n the business of c r i t i c i sm , 

Fors ter does not approve of t h i s mijxed reac t ion 

to a v;ork of a r t . He be l ieves in spontaneous imaginative 

reac t ion to a work of a r t which springs from one 's affection 

for i t , and not from one 's knowledges of i t . For, him the 

.i*spiritual pa r i ty" i s a l l t ha t matters , and c r i t i c i sm, in i t 

ordinary, academic context , i s i r r e l evan t here,' I t i s ' l ove ' 

^^ Ibid.., p . 269. 

^'^ Mark Goldman, p . 87. 
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which i s e s sen t i a l for the appreciation of a r t s . 

I would not suggest t ha t our comprehension of 
f ine a r t s i s or should be of a nature of a mystic 
union. But, as in mysticism, we enter an 
unusual s t a t e , and we can only enter i t through 
love.20 

Fors ter d i s t r u s t s ' s tudy ' of l i t e r a t u r e because i t forces 

in to the realm of information what ac tual ly belongs to 

crea t ion , to the realm of in sp i r a t ion , and thus makes us 

forget the purpose <for which creat ion was performed,' He 

d i s t inguishes between reading of l i t e r a t u r e and study of 

l i t e r a t u r e . 

Study i s only a ser ious form of gossip . I t 
^ teaches us everything about the book except the 

cen t r a l thing, and between tha t and us i t r a i s e s 
a c i r c u l a r ba r r i e r v^hich only the wings of the 
s p i r i t can cross,'21 

Ins tead he prefers a whole-hearted emotional response to a 

v/ork of a r t as a whole. 

Can we combine experience and innocence? I think 
we can. The v;illing suspension of experience i s 
p o s s i b l e . . . , 2 2 

and t h a t alone would make ' s p i r i t u a l p a r i t y ' poss ib le , nAnd 

in order t h a t c r i t i c i sm i s valuable 

The c r i t i c ought to combine Mephistopheles v/ith 
the archangels, experience with innocence. He 

20 
"Raison D 'e t re of Cri t ic ism in the -Arts**, p , 124.' 

21 
•Anonymity: An inquiry**, p . 93, 

'^li'R-aison D'e t re of Cri t ic ism in the -Arts", p , 125,' 
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ought to know every tiling ins ide out and yet "be 
surpr ised. 23 

This i s what Virginia Woolf fa i led to do and so she fa i led 

I to take us to the hear t̂̂  of a r t . Forster says: 

Vi rg in ia Woolf - who was both a c rea t ive a r t i s t 
and a c r i t i c - bel ieved in reading a book twice. 
The f i r s t time she abandoned herself to the author 
unreservedly. The second time she t r e a t e d him 
with sever i ty and allowed him to get away with 
nothing he could not j u s t i f y . After these two 
readings she f e l t qual i f ied to discuss the book. 
Here i s a good ru le of thumb advice. But i t 
does not take us to the heart of our probi^em v/hich 
i s super - ra t iona l . For we ought r e a l l y to read the 
book in two v/ays at once.S'^ 

Fors ter i s very doubtful about the value of 

/^ c r i t i c i sm to the c rea t ive a r t i s t . He assigns sharply 

d i f fe ren t and incoherent functions to both c r i t i c i sm and 

c rea t ion . According to him creat ion takes place v/hen the 

wr i ter i s i n an unusual mood, at the junct ion of the 

unconscious v/ith the conscious v/here the c rea t ive impulse 

sparks. In tha t process the wr i ter l e t s dovm a bucket into 

his subconscious and c rea tes from the depth of his being.' 

While c r i t i c i s m belongs to the conscious realm of inform.ation 

and reasoning. I t does not l e t down a bucket in to the 

subconscious, and i t i s at the surface l e v e l . The difference 

between the two i s sharp as Forster sees i t» 

^^ I b i d . , p . 126, 
2^ Ib id . 
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Tliinlc before you speak i s c r i t i c i s m ' s motto; 
speak before you think i s c r e a t i o n ' s . 25 

Fors ter thus disallovjs the claim <îof c r i t i c i sm to take us 

to the c e n t r a l thing in a r t . He does not bel ieve in 

c r i t i c i sm for a r t . 

, , . yet I can t r u l y say m t n Mr, Day Lewis t ha t I 
have nearly alv-'ays found c r i t i c i sm i r r e l evan t . 26 

Forster takes c r i t i c i sm to be a conscious i n t e l l e c t u a l process 

of i n t e rp re t i ng a work of a r t . He discovers the d i spar i ty 

and the i r re levance of an attempt bo i n t e r p r e t , v̂ îth the help 

of i n t e l l e c t and information, a v7ork of a r t which i s the 

r e s u l t of imagination and i n sp i r a t i on . Woolf, the c r i t i c , i s 

an. impress ionis t judge, and her c r i t i c i sm, impress ionis t ic 

judgement. But for Forster c r i t i c i sm can only help as a 

s t imulat ion which i t s e l f i s the r e s u l t of imagination for 

"imagination i s our only guide into the world created by 
27 words.^ So for Fors ter , c r i t i c i sm i s an imaginative 

st imulant, and tue c r i t i c , not a furred and gov/ned authori ty 

t rying to make the a r t i s t l i e on his procrustean bed. Though 

he regards c r i t i c i sm as a valuable cor rec t ive to untrained 

in sp i r a t i on , he i s acutely aware of the opposite extreme and 

i t s dangers to allow any s ign i f ican t ro le to i t . ' 

^^ Ib id . 
^^ I b i d . , p . 127. 
27 

^'Anonymity: .An inquiry", p . 95. 
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There i s always the contrary danger; the danger 
t h a t t r a in ing may s t e r i l i z e the sens i t iveness 
t ha t i s "being t ra ined; t ha t education may lead 
to knowledge ins tead of wisdom, and c r i t i c i sm 
to nothing but c r i t i c i sm; tha t spontaneous 
enjoyment l i ke the progress of Poesy in Mathew 
Arnold 's poem, may be checked because too much 
care has been taken to d i rec t i t i n to the r igh t 
channel.28 

Fors ter i s thoroughly skept ica l of the v a l i d i t y of a theory 

of a r t , Art i s spontaiieous and manifestos of a r t s are 

i r r l e v a n t . He says: 

Except perhaps in Russia, where the deviat ions 
of Shasfakovitch i n v i t e a p a r a l l e l , a theory in 
the mod©mworld has l i t t l e power over the fine 
a r t s , for good or e v i l , V/e have no atmosphere 
where i t can f lour ish , and the attempts of ce r ta in 
governments to generate such an atmosphere in 
bureaus are unl ikely to succeed. The construct ion 
of aes the t ic theor ies and the i r comparison are 
desiriebiCic) cu l tu ra l exercises ; the theo r i e s 
themselves are unl ikely to spread far or to hinder 
or help.29 

V/oolf i s opposed to t h i s view. According to her c r i t i c i sm 

has a great value for the a r t i s t and she agrees v/ith E l i o t ' s 

viev/ t ha t c r i t i c i s m i s a necessary condit ion for a r t i s t i c 

excellence. 

I maintain even t h a t -crit icism employed by a 
s k i l l e d wri ter i n his own work i s the most v i t a l , 
the highest kind of c r i t i c i sm; and ( as I thinly I 
said before) tha t some crea t ive wr i t e r s are 

^ super ior . There i s a tendency, and I think i t i s 

"Raison D 'e t r e of Cri t ic ism in the -Arts", p . 115.' 

^^ I b i d . , p . 116. 
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a whiggery tendency, to decry the c r i t i c a l t o i l 
of ttie a r t i s t ; to propound the t h e s i s t ha t the 
great a r t i s t i s an unconscious a r t i s t , unconsciously 
incr ib ing on his banner the words Muddle through.^'-' 

Woolf, too , bel ieves t h a t the c r i t i c a l judgements passed 

on a work of a r t are important and they have a great 

influence on the l i t e r a r y s p i r i t . 

The standards we r a i s e and the judgements v/e pass 
s t e a l in to the a i r and become p a r t of the 
atmosphere which v/r i ters breathe as they work. 
An influence i s created which t e l l s upon them even 
i f i t never finds i t s way in to p r i n t . And tha t 
inf luence, i f i t v/ere well ins t ruc ted , vigorous, 
individual and s incere, might be of great value 
now when c r i t i c i sm i s necessar i ly in abeyance; .•.. .^I 

In cont ras t to t h i s high-minded viev/ of c r i t i c i sm 

Forster suggests t ha t the value of c r i t i c i sm l i e s in i t s 

a b i l i t y to st imulate the reader and to impel him to 

c r e a t i v i t y . His view of c r i t i c i sm i s impress ionis t ic and 

magical for he bel ieves t ha t i t should shock the reader in to 

the wonderland created by a work of a r t . I t includes 

journalism and broadcasting or v/hat goes on these days in 

the name of the 'media ' . I t i s in every form an eye-ropener 

and a s t imulant . He says: 

Cr i t ic ism can s t imula te . Few of us are suf f ic ien t ly 
awake to the beauty and wonder of the world, and 

^° T. S, E l io t , "Function of Critigljsm", .Selected Prose of 
T..'S. E l i o t . Ed. by Frank Kermode, p . 73. 

^'^ "How should one read a book", pp. 269-270. 
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wlien a r t intervenes to reveal them i t sometimes 
acts i n reverse, and lowers a v e i l ins tead of 
rai 'sing i t . This deadening effect can often be 
dispersed by a v^ell-cliosen word. We can be 
awakened by a remark which need not be profoLind 
or even t rue , and can be sent scurrying after 
the beaut ies and wonders we were ignoring, 

^ Journalism and broadcasting have t h e i r big 
opportunity here. Unsuited for synthesis or 
analys is , they can send out the winded word tha t 
Carr ies us off to examine the original.-^-^ 

Thus we find tha t Virg in ia Woolf took c r i t i c i s m more 

ser iously than Fors ter , Though she stands for freedom and 

a feminine p ro tes t against the masculine academic authori ty, 

the methodology and the severe standards of her essays on 

the a r t of reading reveal her as a conscious, methodical 

l i t e r a r y c r i t i c . -She r e v o l t s against t r a d i t i o n and the 

severe conventions which, according to her, impinged upon 

the freedom of the a r t i s t and cu r t a i l ed what she cal led 

' l i f e . ' Though she exemplifies a break from t r a d i t i o n , one 

not ice t ha t in the place of t r a d i t i o n a l conventions she 

subs t i t u t e s something more severe and d i f f i c u l t to attain.-

Her method of s e n s i b i l i t y in the novel i s a method which can 

be ef fec t ive ly used only by an exceptionally gif ted a r t i s t , 

v/hich she ce r t a in ly was. Not a l l the aspir ing nove l i s t s can 

handle the form and method which Woolf p rescr ibes for the 

modern novel. .'So one can say tha t the standards with v/hich 

she t r i e d to replace the t r a d i t i o n a l standards v/ere more 

^^ "Raison D 'e t re of Cri t ic ism in the Arts^', p . 117.' 
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severe and exacting than the t r a d i t i o n a l standards 

themselves. She v/as not averse to the aes the t ic novel of 

the Jamesian sor t , and in her experiments in f i c t i on one 

can see the effect of the pos t - impress ionis t influence on 

the novel. She r e j ec t s Percy Lubbock's view tha t the form r 

of the novel i s v i sna l . According to her form i s not a 

v isua l p a t t e r n but an emotional pa t t e rn which i s the r e ^ l t 

of, and which r e s u l t s in , emotion. 

. . . "the 'book i t s e l f i s not the form v;hich you 
see, but emotion which you feel , and the more 
in tense the w r i t e r ' s feel ing the more exact y.^ 
without s l ip or chink i t s expression in v/ords.i 

'She cannot thus accept Lubbock's idea of form v/hich she 

sees as * ' . . . something . . . interposed between us and the 

book as we know i t . " A p r i e s t e s s of the modern emphasis 

on the emotional nature of r e a l i t y , Woolf a s se r t s : " . . . both 

in v/riting and in reading i t i s the emotion tha t must come 
35 

first." So the form of the novel consists in placing 

certain emotions in right relation to one another.' According 

to Forster the excellent literature of all ages is not only 

to reflect life with veracity but also to reveal formal 

competence. Form is "the surface crusf' of the harmony 

35 
holding the work together from within, SoQ F o r s t e r ' s sense 
^^ "On Re-Reading Nover', Collected EssaVs I I . p.' 126. 

^ ^ Ib id . 
^^ Ibid. 
36 

Two Cheers for Democracy, p. 94. 
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•<3i£ form i s o rgan ic and i t c o n t r i b u t e s to t h e s u s t a i n e d 

e f f e c t i n a r t , Woolf 's sense of form too i s comparable to 

F o r s t e r ' s i n i t s emphasis on an emotional i n n e r , unseen 

s t i c h i n g of t h e work frpm w i t h i n . 

Both Woolf and ^ o r s t e r agree t o a c e r t a i n ex ten t wi th 

E l i b t ' s i d e a of t r a d i t i o n and t h e r o l e of t h e p a s t for t he 

w r i t e r s of t h e p r e s e n t age. -According to E l i o t , the v / r i te r 

must "be aware of not only t h e p a s t n e s s of t h e p a s t but a lso 
• 37 

i t s p r e s e n c e . And he should w r i t e wi th t h e whole of 

European t r a d i t i o n a t t he back of h i s mind. F o r s t e r h e s i t a t e s 

t o accept t h i s r e a d i l y and r e t o r t s : 

And i t w i l l be r e a d i l y unders tood t h a t v/ith so much 
i n h i s bones he cannot speak to t h e r e a d e r as man 
to man; indeed , while he c r e a t e s he ifks ceased to be 
a man i n the hand-shaking sense , he has d i s s o c i a t e d 
himself for t h e r e c e p t i o n of something e l s e , som.e-
t h i n g t i m e l e s s . 3 8 

Woolf agrees wi th the view t h a t the g r e a t c l a s s i c s of the p a s t 

have an e t e r n a l , a t i m e l e s s v a l i d i t y ^ .She c a l l e d t h e g r e a t 

mas te r s of t h e novel s a i n t s . . 

V/hatever we may have l e a r n t from read ing t h e 
c l a s s i c s we need now i n o rder t o judge t h e work 
of our con temporar ies , for whenever t h e r e i s l i f e 
i n them they w i l l be c a s t i n g t h e i r n e t out over 
some unknown abyss to share new shapes, and we 

"57 
^' "Tradition and the Individual Talent*', Selected Prose of 

T.,S. Eliot ed, Frank Kermode, p. 38, 

^^ "T.-S. Eliot", Abinger Harvest, p. 106. 
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must ttirow our imaginations after them i f we 
are to accept v/itti understanding t!ae strange 
g i f t s they bring back to us.39 

rW^olf, the c r i t i c , puts what she thinks the 

c e n t r a l ! t y of the novel, 'Mrs. Brovm', in the corner of a 

railway car r iage and makes the di f ferent wr i t e r s t r ave l in 

the same car r iage with her. -She draws her conclusions from 

how these wr i t e r s respond to the appeal of "Mrs. Brov/n", 

t h a t i s , human nature, l i f e i t s e l f . One by one V/oolf makes 

the Edwardian wr i te rs t r a v e l with Mrs. Bro^vn and exposes 

t h e i r i n a b i l i t y to catch Mrs. Brown. Fors te r , the c r i t i c , 

seems to be engaged in a conversation vJith a number of 

great men, and v i sua l i s e s them '"not as f loa t ing dovm tha t 

stream which bears a l l i t s sons away unless they are 

careful , but as seated together in a room, a c i r cu la r room, 

a sor t of B r i t i s h Museum reading-room a l l wri t ing t h e i r novels 
40 simultaneously." As a c r i t i c Forster i s conscious tha t one 

can have only an imperfect v is ion and thus eschews any 

absolutism. But whether she c a l l s i t ' s p i r i t ' o r ^ l i f e ' , the 

thing Woolf seeks, 'Mrs. Brovm', seems more or l e s s the same 

as what Fors ter p r i zes most in novels, t ha t '^vague and vas t 

residue in to v/hich the subconscious en t e r s . Poetry, r e l i g ion . 

•̂ " '-"Hoxirs in a Library", Collected Essays I I . p.' 39. 
40 

Aspects of the Novel, p . 2̂ 7. 
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41 passion - ,• .•*' While Woolf advocates ttie c^aim of 

'"Mrs. Bro\vn'̂ ' with ardent and well-argued c r i t i c a l defenses 

Fors ter i s c h a r a c t e r i s t i c a l l y casual and refuses to assume 

the ro l e of a defensive l i t e r a r y c r i t i c . BQt both are 

influenced by "the sense of a world that , asks to be noticed 

ra ther than explained", v/hich permeates t h e i r c r i t i c i sm 

and f i c t i o n . 

I t may be worthwhile to consider how these two 

n o v e l i s t - c r i t i c s responded to each o t h e r ' s work and assessed 

the problems tha t faced them, Woolf perceives what i s 

cen t ra l i n Forster* s a r t , "the sacred f i r e within' ' , a^(2l 

'burning core.(^ She exclaims: 

I t i s the soul; i t i s r e a l i t y ; i t i s t r u th ; i t 
i s poetry; i t i s love; i t decks i t s e l f i n many 
shapes, dresses i t s e l f in many d i sgu ises . ,But 
get .at i t he m.ust; keep from i t he cannot.'^•5 

Fors ter stuggle i s to discover the elusive strangeness and 

mystery t h a t l i e s at the depth of our being. But he does 

not take to aestheticism for t h i s purpose. He does not deny 

the outside world in order to capture the inner r e a l i t y . He 

proposes a balance, as a humanist should, and concludes tha t 

only proport ion would help us in our search for t ruth.! He 

zn 
^ ' Ib id . p . 100. 
4? 

"The l a s t of Abinger", Tv/o Cheers for Democracy, p . 265. 
^^ "The novels of E.M, Fors ter«, Collected Essays I . p.- 343. 
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was too (^jivi'lved. i n human a f f a i r s , too much engaged in 

the a f fa i r s of his time to ignore the so l id fabric of 

the outside world. He p r i zes most tha t l i t e r a t u r e which 

expresses the humanistic tenets* Woolf discovers in him, 

alDove a l l , "the impulses of a poet", and she r i gh t l y 

describes F o r s t e r ' s problem: 

He be l ives tha t a novel must [feaKe sides in a 
human conf l i c t . He sees beautV - none more 
keenly; but beauty imprisoned in a f o r t r e s s 
of brick and mortar whence he m.ust ex t r i ca t e 
her. Hence he i s alv/ays constrained to build 
the cage - society in a l l i t s i n t r i c acy and 
t r i v i a l i t y - before he can free the prisoner,-
The om.nibus, the v i l l a , the suburban J?esidence, 
are an essen t ia l pa r t of his design.^^ 

But Woolf would have l i t t l e to do with the onmibus, the 

v i l l a , the suburban res idence. What i s cen t r a l to her i s 

the individual s e n s i b i l i t y unfolded in p r i va t e re f lec t ions , ' 

In t h i s she finds her s im i l a r i t y with her Bloomsbury 

colleague, Fors ter , because the "bel ief t ha t i t i s the 

p r iva te l i f e tha t matters , t ha t i t i s the soul tha t i s 
45 e te rna l , runs through a l l his wr i t ings . " While her 

extreme obsession with r e a l i t y as s e n s i b i l i t y took Woolf 

away from the ordinary world of action on to the verge of 

aesthet icism, F o r s t e r ' s concern for the soul took him r igh t 

in to the midst of human a f f a i r s , in to society in i t s 

^^ I b i d . , p . 344. 

^^ I b i d . , p . 345. 
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i n t r i c acy and t r i v i a l i t y . Forster , the hiManist plunged/ 

in to and ro l l ed himself in the mud tha t was l i f e . ' Woolf' 

did not plimge. 'She remained in the world of poetry, and 

v/ould not l e t go of poetry . Forster sees her d i f f i cu l ty 

as a n o v e l i s t . 

Holding on with one hand to poetry, she 
s t r e t ches and s t r e t ches to grasp th ings which 
are ^est gained by l e t t i n g go of poe t ry . .She 

— sould not l e t go, and I think she was quite 
r i g h t , though c r i t i c s who l ike a novel to be 
a novel wi l l d isagree , -She was quite r igh t to 
c l ing to her specif ic g i f t , even i f t h i s enta i led 
sac r i f i c ing something else v i t a l to her a r t . And 
she did not alvrays have to s ac r i f i ce ; ...^'••6 

In t h e i r s t ruggle as c r i t i c s and a r t i s t s Woolf and Fors ter 

come close although they sometimes diverge. Belonging to 

no t r a d i t i o n in the ordinary sense, they are co-advocates of 

what they commonly ca l led ' l i f e . ' Wo^lf's was the extreme 

way, c h a r a c t e r i s t i c of a rom.antic i d e a l i s t . Her neurotic 

condition and suicide are one of the most t r ag i c events in 

the his tory of modern l i t e r a t u r e , F o r s t e r ' s was the way of 

' p ropor t ion ' , the way of the l i b e r a l humanist. Their 

c r i t i c i sm, though casual and subject ive, has a stamp of 

s ince re i ty and au thent ic i ty which are sadly missing from the 

vast body of c r i t i c i sm proper. Their i n s i g h t s in to the 

nature of f i c t i on need to be taken more ser iously for they 

point to many important dimensions of the problematics of the 

protean novel . 

W "^Virginia Woolf '̂, Two Cheers for Democracy, p.i 257. 
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