








CHAPTER I

The category of literary studies customarily labelled

as "feminist" falls across a broad range of subjects. One
of these subjects, multiplicity, describes a theoretical

space which breaks apart prior, oversimplified assumptions

about the world. 1In a interpretation that considers

nultiplicity, the critic views the world from beyond a
system of dualities or straightforward rights and wrongs.
Feminists considering the system of dualities view that the
system is coded in such a way that one side of the duality
is considered male and the other is considered female. This
means that certain traits and habits avaliable to a person
are determined by the sex of that individual. Feminists
concerning themselves with multiplicity seek to fragment or
expose these "gendered" dichotomous structures. 1In their
estimation, these structures set unfair restrictions on
women because they place women outside an active, subject
role. A woman existing outside the subject position has no
power in a society that acknowledges only the functioning of
the subject as important.

Feminism of multiplicity is a complex theoretical
stance which appreciates the validity, and the relativity,
of individual thought in art and criticism. The feminist
artist or critic who considers the multiplicity issue
appreciates differences and openness, believing that the

most expansive method within this realm may bring a new






in order to break up the dichotomously structured system.
In this respect Virginia Woolf may be considered a French

feminist, because she shares these goals.

Simone de Beauvoir is widely considered to be the

founder of French feminism. She introduces her feminist

manifesto, The Second Sex, published in France in 1949, with
a discussion of the cross-cultural category of Other. When
a man speaks, he never must first present himself as a
representative of one of the sexes; but when a woman speaks,
if she wishes to define herself, she "must first of all say:
'I am a woman,' on this truth must be based all further
discussion" (de Beauvoir 1980, 43). de Beauvoir recognizes
that this phenomenon occurs because Woman does not occupy
the subject position, and therefore individual women do not.
Woman as a cultural ideal, and thus as individual, is the
other. Diverse mythologies and societies all foster this
concept of the duality between the Self and the Other;
Beauvoir claims that it "is as primordial as consciousness
itself" (44). She refers to Hegel, who finds "in
consciousness itself a fundamental hostility toward every
other consciousness; the subject can be posed only in being
opposed-he sets himself up as the essential, as opposed to
the other, the inessential, the object"(45). de Beauvoir
concludes that men, who fit into the category of self and
therefore who need no further definition, refuse to consider
women as filling the subject/self category. Instead, "they

propose to stabilize her as object and to doom her to






feminists, however, is to open the problem of sexual

difference up for examination.

Helene Cixous describes history as phallocentric. This
means that history is based around the phallus, the symbol
of the male genitalia, which can only exist in the mind.
Because the phallus is not the penis, but some ideal of it,
even males can never physically possess this abstract ideal.
However, males seek to manifest control of their phallic
ideal. Males are, therefore, continually frustrated. As a
result of male frustration at the inability to adequately
control even the symbol of their own gender identity, they
seek to control through language. Male language, then,
which is the language that determines history, castrates.
Women, lacking even the penis, lack this ideology and cannot
within this male-structured system voice their power.
Cixous believes that the historical project, which is based
on a structured opposition of activity/passivity determined
by the masculine order, thus starts with the abasement of
women. In the "logocentric project", each word, as it
stands as a unit, is nothing but a tool men use to enhance
the functioning of the machine, their version of culture.
The project's mission has always been to "found (fund)
phallocentrism, to insure for masculine order a rationale
equal to history itself" (Cixous 1980, 93):

Phallocentrism is. History has never produced,

recorded anything but that. Which does not mean

that this form is inevitable or natural.

Phallocentrism is the enemy. Of everyone. Men
stand to lose by it, differently but as seriously
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In the theoretical base for her ideas de Lauretis

combines psychoanalysis and semiosis. Psychoanalysis, she

says, takes place in the workings between the unconscious
and how it produces a subject-effect; semiosis takes place
in the interaction between the inner and outer world, the
"continuous engagement of a self or subject in social
reality" in which "both the subject and social reality are
understood as entities of a semiotic nature, as 'signs,'";
"...semiosis names the process of their reciprocally
constitutive effects" (de Lauretis 1984, 184). In semiosis,
semantic value is produced through culturally shared codes.
de Lauretis believes that if we change our reactions to the
semiotic codes set out in the narrative form, we may begin
to solve the problems with the engendering process occurring
in narrative.

According to de Lauretis, a shift from a matriarchal
society to a patriarchal society accompanied the development
of the Oedipal plot structure which forms the basis of all
narrative. Creatures such as the Sphinx, who stands for the
"frontier between the desert and the city [metaphorizing]
the symbolic boundary between nature and culture, the limit
and the test imposed on man"(109) are engendered as female
because they are the boundary (the womb) through which the
hero must pass, and the hero "must be male". Further, the
boundary is a place of desire, because the hero requires
something in order to pass through to continue or fulfill

the heroic plot. All the subsequent oppositional pairs





















and feminine as metaphysical" (Moi 1988, 12). de Lauretis is

more difficult to classify accurately, because she focuses

on the narrative form. Although she does not explicitly

claim that the roots of engendering dichotomously are
metaphysical, she still might be considered as a feminist of
the third type. She renders the construction of the
characters of female and male subjectivity relative to the
historically rooted Oedipal formulation. Her solution to
the dichotomously engendering Oedipal narrative form lies in
reformulating the subject and object roles with a new slant
on the transitory nature of masculinity and femininity.
Kristeva groups herself with this third type of feminist.
"What can 'identity,' even 'sexual identity,' mean in a new
theoretical and scientific space where the very notion of
identity is challenged?" (Kristeva 1986, 209). In this third
position, the current ideal's installation in the present
through the imaginary is made obvious. This ideal needs to
become more compatible with the surrounding universe.
Kristeva says that"...the cosmos, atoms and cells - our true
contemporaries - call for the constitution of a fluid and
free subjectivity"(208).

The current constitution of the subject is based on the
distinction between types of time which are based on sexual
difference. Male time, and its linear form of history, are
measured in terms of production, and are nationally or
culturally limited. Female time, or "Women's time", is

measured in terms of reproduction, the woman being the
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A Blography, written in 1928, and in the essay A Room of

One's Own, written in 1929, as well. Virginia Woolf
especially exhibits feminist ideas with an emphasis on
multiplicity, through her discussion and elaboration of the

concept of androgyny.

In A Room of One's Own, for example, Woolf describes

the best mind as an androgynous mind. The establishment of
engendered sexual difference is rooted firmly within the
mind, which is incessantly involved with the workings of
culture. Woolf agrees with de Lauretis that, within the
mind, neither femininity nor masculinity is ever fully
attained or abandoned by an individual. However, Woolf's
androgynous mind goes a step further. It transcends the
poles of masculinity and femininity. It is not "a mind that
has any special sympathy with women" (Woolf 1929, 102). It
is "resonant and porous;...it transmits emotion without
impediment;...it is naturally creative, incandescent and
undivided....it does not think specially or separately of
sex" (102-103). The androgynous mind does not merely join
the male and the female, or simply become aware of the
distinctions between the two. Within the androgynous mind
the male and female aspects of the mind are combined in a
way that produces something going far beyond the sum of
these two specifically and reductively sexed components.
The androgynous mind produces the best creative results:
Some collaboration has to take place in the mind

between the woman and the man before the'act of
creation can be accomplished. Some marriage of
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newly female/male Orlando finds a mate in a man who is also

a woman, named Shel. Du Plessis calls them an "ambisexual

couple" (62). The androgynous individual need not go
through life alone, living without human companionship and
intimacy. By creating this new type of coupling, Woolf
explodes traditional ideas of sexuality in favor of a new
androgynous ideal, embodied in both Orlando and his/her mate
Shel, and thus transcends the dichotomous, limiting nature
of the o0ld gender code. Du Plessis describes the

theoretical implications behind Woolf's creation of

characters who transgress social norms:

By proposing androgynous selves, Woolf wants

to depict characters who have stepped beyond the

sex-gender system as a whole, with its claims to

natural, universal status, its manners and morals,

its sexual polarization, its gender asymmetry, its

devaluation of the female and the homosexual. As

if offhandedly, she also undercuts the prime

underpinnings of its epistemology. Androgyny is a

critical break with ideas about sex and

gender... (63) .
By writing Orlando, Woolf points out the contradictions of
the Oedipal formulation of sex roles that de Lauretis
describes. She explores alternative ways to relate which
wreak havoc on the Oedipal formation of the subject
position. Since neither Orlando nor Shel is exclusively
male or female, neither gender is described as dominant.
Thus neither a masculine character nor a feminine character
occupies either the subject role or the object role. 1In

their daily activities, Orlando and Shel alternate between

male and female positions of desire.
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the alternative forms of existence she describes in Lily

Briscoe.

Woolf expresses how the individual develops in her

fashioning of novelistic structure. 1In one of her many

essays, she describes her view of life, and the consequent

duty of the novelist:

Life is not a series of gig lamps symmetrically
arranged; life is a luminous halo, a semi-

transparent envelope surrounding us from beginning
to end. 1Is it 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?(Woolf 1967,
106)

In her fiction Woolf finds that her most important task is
to describe life in all its complexity. Life is not,
symbolically, a set of beacons. Life is not a set of
actions rigidly spaced and timed that occur in a plot which
only leads to a singular, ultimate, brightest gig lamp goal.
Instead, life, were it made of light, would be more
dispersed and encompassing, a "luminous halo," which
surrounds everyone all the time. To Woolf, the novelist
must describe this illumination, and describe it fully and
well.

Consequently, to Woolf a plot structure which is based
on the Oedipal quest would have only limited validity. The
story line it describes makes up only one part of the
stories which exist within the luminous halo. A story based
on the Oedipal structure speaks only part of the truth; it

does not adequately describe the complexities of real life.
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of jouissance, that Cixousian form of pleasure which is

distinctly female. The feminine qualities, according to

Marcus, determine the form of the section, and thus

determine the form of the novel: a whole split by this

section. "Woolf drew To the Lighthouse as two blocks

connected by a tunnel. 1In the tunnel," Marcus says,

Time is fluid and personality is stable, while in

;he flanking blocks, personality is fluid and time

is stable. Time is experienced according to the

mother's presence or absence(Marcus 1987, 6).

Marcus notes that the "Time Passes" section differs
significantly from the other two sections of To the
Lighthouse. According to Marcus, this difference has a
specific root within the feminine. The mother's absence
causes Woolf to alter her depictions both of time and of
personality development. Time and personality in To the
Lighthouse, then, are to Marcus the two distinct qualities
attached to the feminine. Marcus determines changes in the
text according to fluctuations she sees in these two
qualities.

The novel, however, may not be considered as two blocks
connected by a tunnel, as Marcus asserts. In the third
section of the novel Mrs. Ramsay has not come back to life.
Because time, which is experienced according to the mother's
presence or absence, is the determining factor, then the way
time is experienced can not change from the second section

to the third, because Mrs. Ramsay does not return. Since

according to Marcus the ebb and flow of personality is
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of the housekeeper. Consequently, the purely feminine form

of pleasure is the root of all language, and the root of all

life. Mrs. McNab represents the triumph, available only to

women, of life over death.

Marcus' argument, though, like Cixous' argument based
on "that good mother's milk," is based on an invalid set of
oppositions. Her interpretation of "Time Passes" falls into
an essentialist trap highly reminiscent of Cixous; both
classify an openness to difference as purely a biologically
female trait. Woolf does consider the perplexities of time,
human persistence and nature in the second section of To the
Lighthouse. However, the summer house, lying on the border
between being returned to the briars and hemlocks and
remaining comfortably habitable to humans who might someday
return does not describe a bilateral opposition between life
and death. Woolf delights in the loveliness which reigns in
the house in the absence of humans. Mrs. McNab changes this
loveliness, but she does not save the cottage from a
persistent evil. Nature is indifferent:

With equal complacence she saw his misery, his

meanness, and his torture. That dream, of

sharing, completing, of finding in solitude on the

beach an answer, was then but a reflection in a

mirror, and the mirror itself was but the surface

glassiness which forms in guiescence when the

nobler powers sleep beneath" (Woolf 1927, 202).

Nature does not provide humans with clues which lead to a
long-sought answer about the meaning of human life; however,

nature need not be equated with death, unless life itself is

the pursuit of some refinable, definable form of knowledge.



Humans are the ones who choose to interpret nature, in

whatever manner they see fit. If "to pace the beach was

impossible; contemplation was unendurable; the mirror was

broken, " (202), then this judgment has lain in human hands.
Nature enacts only a "dignified ritual," a "solemn
chanting," which Mrs. McNab disrupts. The unknown, which
seems replete with bodings of immanent devastation, is
something which humans choose to fear, but which they need
not. Life holds more than mere personality development or
the development of ideas. Life is what goes on inside a
character in whatever form, life is what transpires without,
and life is the infinite degrees of luminosity between these
two.

The "Time Passes" section, then, is an elaboration of
the ideals of multiplicity. It might best be thought of as
a somewhat Kristevan exploration into metaphysics, a point
of transition towards humans feeling more comfortable with
the universe and their placement among its elements. Woolf
breaks apart the established narrative form with "Time
Passes," drawing the traditional structure into question.
She presents a form with a new kind of universal subject,
one which as it is limitless as time itself, is fluid and
free.

In the examination of Woolf's characters I will focus
on Mrs. Ramsay and Lily Briscoe. These two female

characters best represent the metaphysical transition Woolf

would like to see occur. First, with the character Mrs.
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Ramsay, Woolf pays heed to the traditional mother-wife, and

thlis woman's way of life. Then Woolf introduces a character

possessing both the traits of openness, and a will to

transcend the old system: Lily Briscoe. Lily manages to do

more than survive; she flourishes alongside those who
persist in reproducing the outdated dichotomously delineated
roles.

I discuss these two characters because of the distinct,
yet comparable roles they play within their society. Both
are women. By definition, then, within their patriarchal
society they occupy the non-subject position. Each attempts
to find a sense of harmony with the surrounding world.
However, these two women choose different paths to find this
harmony. Mrs. Ramsay's path, which reproduces an attitude
of drawing distinctions between the sexes, leads her to
death without ever having attained the subject position.
Lily, on the other hand, concerns herself with the complex
issues entwined in interpersonal and intersexual relations.
She survives without reproducing the structures of
confinement within which Mrs. Ramsay has tried to survive.
Lily is successful at becoming her own artistic, creative
person. Thus, cultural change may occur at the individual
level. With Lily, Woolf presents an ideal which transcends
the sexes. Lily is not a woman who has become a free woman
by virtue of her womanhood; she is an individual who,
through contemplation and awareness, has found a way to be

free within a restrictive system of relating. Toril Moi



says that Lily deconstructs the oppositional nature of the
style of relation set up by Mr. and Mrs. Ramsay. Lily is a
subject, yet she refuses to be categorized with regard to
her sexual identity:

To the Lighthouse illustrates the destructive
nature of a metaphysical belief in strong,
immutably fixed gender identities - as represented
by Mr. and Mrs. Ramsay - whereas Lily Briscoe (an
artist) represents the subject who deconstructs
Fhls opposition, perceives its pernicious
1nf1uence and tries as far as is possible in a
still rigidly patriarchal order to live as her own

woman, without regard for the crippling

definitions of sexual identity to which society

would have her conform(Moi 1988, 13).

According to Toril Moi, then, Mrs. Ramsay works within
a social structure based upon a strict set of oppositions.
Her strictly gender-defined position restricts her from
growing beyond the confines of the patriarchal order. Lily
Briscoe, on the other hand, lives her own life tolerantly
beyond the binary structure that these two propose. Woolf
"has understood that the goal of the feminist struggle must
precisely be to deconstruct the death-dealing binary
oppositions of masculinity and femininity"(13).

Woolf is a feminist writer emphasizing multiplicity in
her depiction of Mrs. Ramsay. She admires Mrs. Ramsay's
goodwill. She shows genuine appreciation for Mrs. Ramsay's
lasting influence. However, she also shows the limitations
of Mrs. Ramsay's kind of greatness. She also shows the
oppositional nature of Mrs. Ramsay's methods, which keep

Mrs. Ramsay from developing to the full potential of an

individual.
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woman, Mrs. Ramsay is also wonderful hostess. Woolf has

depicted the perfect traditional female. Although Mrs.
Ramsay has once again asked too many people to stay with
them at their summer cottage, she arrarges places for them
to stay in town, a short walk away. On the way towards
town, she asks Augustus Carmichael, the aged poet who the
children suspect of taking opium, whether he would like her
to get him some stamps or anything else, although Carmichael
seems to be in a drug-induced state of enrapturement as he
sits in a chaise lounge on the lawn. Finally, as the
culmination of her caretaking abilities, she orchestrates a
feast centered around the Boef en Daube.

Besides admiring her good deeds, Woolf shows genuine
appreciation for Mrs. Ramsay's lasting influence in To_ the
Lighthouse. As such, she shows an openness to differences
in line with multiplicity. The character relations Mrs.
Ramsay establishes by gathering these people together last
through the entire book. Lily and Carmichael are among
those who return to the summer house ten years later, in the
third section of the novel. Paul and Minta are still
married. Lily and William Bankes have become lifelong
friends, and likely would have been married if either had
expressed an interest in marriage. Lily thinks, "One could
talk of painting then seriously to a man. Indeed, his
friendship had been on of the pleasures of her life. She

loved William Bankes" (263).
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Woolf shows the irony of Mrs. Ramsay's dependence on Mr.

Ramsay's decrees. Mr. Ramsay flippantly, and somewhat

insincerely, tells her what she wants to hear. Mrs. Ramsay
is pathetically serious in her instant response to Mr.
Ramsay's change of mind, instead of interpreting his

statement as a less than universal opinions made by an

individual. 1In fact, "she did not like, even for a second,

to feel finer than her husband; and further, could not bear
not being entirely sure, when she spoke to him, of the truth
of what she said" (61). With relation to the universe, Mr.
Ramsay occupies a position of knowledge and ignorance very
similar to Mrs. Ramsay's, and yet Mrs. Ramsay knows in her
heart that if they disagree she will be the one who is
proven wrong. This occurs because the world she lives in is
not structured like the world as she knows it. She knows no
other way to live, and is restricted by this system for the
duration of her life. Mrs. Ramsay idolizes Mr. Ramsay, and
his kind of knowledge, at her own expense. Certainly Mrs.
Ramsay must be good enough to tie her husband's shoestrings.

In following with this restrictive overvaluation of her
husband's worth, Mrs. Ramsay has little faith in the
validity of her own manner of thought:

It was odd, she thought, how if one was alone, one

leant to inanimate things; trees, streans,

flowers; felt they expressed one; felt they became

one; felt they knew one, in a sense were one; felt

an irrational tenderness thus (she looked at that
long steady light) as for oneself(97-98).















entirely" (226). 59

Then she notes her traditional placement in

the oppositional structure: "a woman, she had provoked this

horror; a woman, she should have known how to deal with it.

It was immensely to her discredit, sexually, to stand there

dumb" (228) . And yet, Lily does not succumb to his demand:

His immense self-pity, his demand for sympathy

poured anq spread itself in pools at her feet, and

all she dld{ miserable sinner that she was, was to

?Zzz gﬁz §§é§§§ aetistie closer round her ankles,

stood there, gragpingehér ;giizmgiizg(zzéi?ce she
Finally, Lily manages to transcend Mr. Ramsay's demand for
reinforcement by finding what is purely good, beyond his
demand for notice. She finds his boots remarkable:
"sculptured; colossal....She could see them walking to his
room of their own accord, expressive in his absence of
pathos, surliness, ill-temper, charm"(229), and so she
exclaims,"What beautiful boots!'"(229). Lily cinches Woolf's
awareness of the Oedipal narrative form of multiplicity as
she notes that that "There was no helping Mr. Ramsay on the
journey he was going"(229). She has complimented his boots,
but the compliment has come from her, instead of being
induced from him. Strangely, it is enough, and the two
coexist contently throughout the remainder of the passage.
Thus, Woolf shows that Lily need not facilitate Mr. Ramsay's
growth, and she need not sacrifice herself in order that he
may feel strong again. Lily sidesteps the role that she

knows lies waiting for the traditional female in favor of

one that suits her individuality.



In Lily's art, she finds herself compelled to follow
what she feels, although it may not be fashionable:
igioﬁguclsgulllgvrelagong it differently of course; the
shapes ethereali:ed?eghzglggzdhgsdPgigzgéozgz
would have seen it. But then she did not see it
like that. she saw the colour burning on a
framework of steel; the light of a butterfly's
wing lying upon the arches of a cathedral (75).

With Lily Briscoe, Woolf draws a map on which there is
an alternative path for women. If they follow this path,
they need not exist solely to be beautiful or to help others
to find their goals. Yet the path does not take them far
away from the culture to a field of isolation. Lily manages
to function quite happily within the culture that runs so
strictly on its oppositionally based ideologies, and she
prospers from her expansion beyond this system. In fact,
she has to control herself from throwing herself "at Mrs.
Ramsay's knee and say to her--but what could one say to her?
'IT'm in love with you?' No, that was not true. 'I'm in
love with this all,' waving her hand at the hedge, at the
house, at the children"(32). With Lily, Woolf shows that a
character may live happily alongside a set of characters who
hold very different cultural values, accepting these
characters and their values, but not finding it necessary to
adapt the self in order to find acceptance.

Lily also questions and explores life without blocking
life's answers in order to maintain the self in order to

become a freer individual. The answers to the questions do

not seem to be of utmost importance; rather, Woolf






Woolf also shows that Lily does not fit into the
oppositionally gendered way of thinking, because Lily
understands Mr. Ramsay's structured, p-to-q method of
thought no better or worse than she understands Mrs.
Ramsay's more than Mrs. Ramsay's way of thinking. Andrew
Ramsay has told her that Mr. Ramsay's books are about
"Subject and object and the nature of reality"(38). To

understand Mr. Ramsay's quest, Andrew tells her to picture a
kitchen table when she's not there. This table reappears

each time she ponders the way Mr. Ramsay thinks, and at the

most inopportune times.

So now she always saw, when she thought of
Mr. Ramsay's work, a scrubbed kitchen table. It
lodged now in the fork of a pear tree, for they
had reached the orchard. And with a painful
effort of concentration, she focused her mind, not
upon the silver-bossed bark of the tree, or upon
its fish-shaped leaves, but upon a phantom kitchen
table, one of those scrubbed board tables, grained
and knotted, whose virtue seems to have been laid
bare by years of muscular integrity, which stuck
there, its four legs in air(38).

Lily's response to these things she does not understand,
though, is tolerance. 1In fact, she laughs and laughs with
her head in Mrs. Ramsay's lap "at the thought of Mrs. Ramsay
presiding with immutable calm over destinies which she
completely failed to understand"(78). Lily wonders what
kind of intuitive wisdom Mrs. Ramsay possesses. Gradually,
Lily comes to think that Mrs. Ramsay may indeed understand:
Was it knowledge? Was it, once more, the
deceptiveness of beauty, so that all one's .
perceptions, half way to truth, were tangled in a

golden mesh? or did she lock up within.her some
secret which certainly Lily Briscoe believed

62
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Lily's focus on her art ang the realms of thought that

accompany it, then, allow her to continue on a path

determined by individual concerns instead of the concerns of
fitting in with the group, which require following their
mandate. Beyond any concerns that are oriented with her
culture, Lily finds reinforcement from the instabilities of
being unable to determine a lasting judgment about what is
right and wrong, independent of the conclusions drawn by
others, by focusing on her painting:

She remembered, all of a sudden as if she had
found a treasure, that she had her work. 1In a
flash she saw her picture, and thought, yes, I
shall put the tree further in the middle; then I
shall avoid that awkward space. That's what I
shall do. That's what has been puzzling me(128).

Woolf cinches her argument that Lily's way of life is better
than Mrs. Ramsay's by showing Lily successfully completing
the painting she began at the start of To_the Lighthouse.
Through Lily's trials and concerns with what form of
knowledge is best, what ways of loving and living will give
her the keys to transcendence, she manages to persevere as
an individual and create a work of art, with no concern as
to its destiny in the annals of history:

It would be hung in the attics, she thought; it

would be destroyed. But what did that.matter? she

asked herself, taking up her brush again....With a

suddn intensity, as if she saw it clear for a

second, she drew a line there, 1n the centre. It

was done; it was finished. Yes, she thought,

laying down her brush in extreme fatigue, I have
had my vision(310).

Lily, then, manages to fully appreciate a type of

living which she personally has no interest in joining. She


















