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Abstract 

When Jeremy Hawthorn in hi s book Studyillg the Novel: elll jntroductlofl 

expressed the view- " ... the rise of the epistolary novel in the eighteenth century 

cannot be understood apart from the much grealer importance of leller-writing at that 

lime, and that the emergence of the stream of consciousness novel in the twentieth 

centu ry has to be related to the development of modem psychology and the increasing 

interest in mental operations that accompany il", he expressed his realization of the 

fact that each and every innovati on in literary teclmique had, in the foreground of its 

development the influence of a whole collection of diversi fied world views. Narrative 

technique as used by novelists has changed tremendously along with the people who 

have used it. Our thoughts and views about the world around us and the world within 

us are constantly mutating like the virus of the common flu due to the change in 

corresponding philosophical. ideological, technological, social and scientific world 

views. In writing a novel, a novelist seeks to adopt or modify an existing technique or 

even create a new one through which an optimum of effect, relative to his own world -

view which is a result of the experience he has gathered in the persisting climate of 

creati vity. can be achieved. Thus the narrative technique has come a long way frolll 

the narration of heroic deeds in Beowulf to the fragmented accumulat ion of scnsory 

data and their correspond ing associations in the mind of quite common people in 

Joyce' s Ulysses. 

The transfonnation is outstanding. A r the Age of Modernism (1890·1930) 

no longer do we look at a novel expecting to find a character we can easi ly 

understand. nle previous concept of character has dissolved and instead we encounter 

Dhaka University Institutional Repository 



a consciousness invested with such complexi ties of intertwined sensations, thoughts, 

emotions and actions that to full y understand that consciousness we have to 

temporarily detach ourselves from our own identities and assume that of the 

consciousness in question to an extent that we sec hear. feci and associate equally. 

The stream of consciousness is just such 3 technique. and it demands a new sort of 

altention from the reader. It demands of the reader the capability of assuming the role 

of 3 psychoanalyst who can decipher the nature o f a consciousness from a study of 

the associations it makes in the perception ofhfe through the senses and the inte llect. 

It was the gruesome search for a technique that could capture the atoms of sensations 

and experience that led to the development of the narrati ve technique by wri ters such 

as Dorothy Richardson, Virginia Woolf, William Faulkner and James Joyce. 

In thi s thesis, I intend to venture into the world of narratives to chart the 

development of thi s technique to see what kind of cultural and scienlific change 

brought it into being; the changes in the novel due to its introduction into the novel 

foml ; and explore the rea lms of the writers Virginia Woolf and James Joyce in an 

attempt to ascertain how and to what extent they brought modifications in the 

narrativc tcclmique. Beginning from the possible sources o f this tcchnique I would 

like to take the reader on all interest ing exploration of the rcalm of the stream of 

consciousness which still needs to be charted. The power, the eccentricity, the raw 

nature of emotions embedded in the inner mind is but a ponion of what thi s tecJmique 

brings to light. It is a realm where time. as we generally know it. docs not exist; whcre 

past, present and future exist on the same plane. 
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Introduction 

Likc long-drawn echoes afar converging 

In harmonies darksome and profound, 

Vast as the night and vast as light, 

Colours, scents and sounds correspond. 

(Correspondetlces , Charles Baudelaire; Trans. Kale Flores)' 

The modem world, which nurtured the stream of consciousness technique, was 

one which is known for revolutionary changes in each field of human knowledge. The 

temper of the age was a ceaseless questioning of facts, diggi ng deeper beneath the 

surface to glean the truth behind apparent real ity. The stabili ty and so lidity of all 

aspects of human life were being questioned. By probing beyond apparent reality 

physicists, biologists, painters and psychologists were exploring depths which oncc 

revealed changed the way people interpreted their environment. As Mikhail Epslein 

sa.ys -

Moderni sm can be defined as a revolution which strove to abolish the 

arbitrary character of culture and the relativity of signs in order to affiml 

the hidden abso luteness of being. regardless of how one defined this 

essential . authentic being: whether as "matter" and "economics" in 

Marxism. "life" in Nietzsche, "libido" and "the unconscious" in Freud, 

"creative elan" in Bergson, "stream of consciousness" in Wil liam James 

I Charles Baudelaire, " Correspondences," trans. Kate Flores, in Literature of the Westem World. cd. 
Brum Wilkie and James Hurt, 2nd ed, (New York: Macmillan. 1988) 1522. 
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and James Joyce. "being" in Heidegger, the "self-valuable word" 111 

Futurism or "the power ofworkcrs and peasants" in Bolshevism.l 

Thc discoveries of the age showed that there were unseen and even unperceived 

depths to bc discovered. Truth and real ity had lost their strength of bcing absolutes. 

instead they were ideas which could be manipulated. Though the objective treatment 

of a subject was cmphasized. no amount of objecti vity could deny the fac t that cach 

detail of existence was subject to the influence of individual perception. The times 

were sllch thaL arti sts and writers alike fe il the need to change their approach towards 

their creation. 

The time span of the modem period is generally seen to start from around 

1890 and it is seen to start declining during the 1930's. This discussion wi ll show that 

during thi s period the change in atti tude towards concepts concerned with ex ternal 

reality, the self, and perception as well as human evolution which had previously been 

regarded as pennanent were now changing and becoming nuid. Modernism is an 

amalgam of emphasis on experimentation as discussed in Zola's I.e Roma" 

Experimental ( \880); the Avant-garde3 of the 1830's Paris; the Romantic notion of 

the artist as a free agent o f creation; Walter Pater's multiplicity o f consciousness; 

Marx, Freud and Darwin's interpretat ion of the evolut ion of man in sociological, 

psychological and biological ternlS; Nietzsche's rejection of and Flaubert 's 

! Mikluail Epstein. "Hyper in 20111 Cenwry CUlture: The Dillie-ctks of Trans Ilion from Modernism 10 
Postmooernism," PubhcaIIOI15. Emory Universit), PostmQllcrn Culture, "01. 6, No. 2. January 1996. 
<h!\J!:lIwww.ialb. virgin ijl , edulpmc/t~iSl·Qnl y/i S$ UC. 196/epsle.Wlli.> 7.5.2000 

l Avant-garde i.e; a militlll)' tnctllphor which means "Ildvance-guard." There are two disllngUlshable 
types of artIstIC culture referred to by this tcnn The nrst type has social bearings as the term is used to 
refer 10 l'I group or radlc:\1 modernist artis ts who intentionally "iolated all the accepted norms of an and 
socul l discourse to cre:l1e ever new :lrtislic forms :lnd styles and also 10 introduce inlo their work 
subjeci matter previously forbidden or unused. The second type has politica l bearings as thc term refers 
to a group which ta.rgets its an against what they regard as cxpioiuui"e and oppressive politlu.I and 
economiC institutIons. 

2 
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transcendence of reality; and the belief in multiplicity of perception. The climax is Ihe 

fruition of all these diverse clements. This though does not represent a satisfying 

culmination, but SlOPS in mid air like :1 short story which holds the possibility of 

multip le interpretations, Thc variolls movements that united under the banner of 

Modemism, nurtured by the social , politica l, sc ientific and technological conditions of 

an age moving at an immense speed , refer to movements in both art and literature 

with the same emphatic significance. Artists and writers could not remain lixed as the 

world around lhem kept moving. The camera became emblematic of the challenge to 

the exactness of the vision. Photography posed a great threat 10 artists for the 

exactness of the visual scenes it depicted could not be surpassed by traditional art 

fonns . Artists took up the challenge their art faced in the face of technology and the 

resultant art rOnTIS were outstanding and at time,g outrageous. Ernst Ludwig Kirschner 

gratefully acceptcd the cmergence of photography as the medium of rcpresentalion 

which gave back painting its fomler freedom . Art. therefore. became an attempt to 

reconstruct reality on a different plane. These changes in thought were to result in a 

ri chness of experimentation in all art in an attempt to make sense out of this instability 

of ideas that was shaking the foundation of human existence. It is in this period of 

development that the interconnectedness of diverse disciplines becomes obvious. 

Mists and writers alike were working towards developing a new aesthetic . It was 

this climate of experimentation that created a favourable atmosphere for the 

developmcnt of new techniques in painting which immediatcly found their 

equivalent in literaturc. 

3 
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The stream of consciousness is one of the modernist modes o f narrative 

technique that brought about a drastic change in the narrative aspects of the novel. 

Commenting on the stream of consciousness M.Ii.Abrams writes, 

As it has been refined since the 1920's stream of consciousness is the 

name for a special mode of narration that undertakes to reproduce, 

without a narrator' s intervention, the full spectmnl and continuous 

now of a character's mental process, in which sense perceptions 

mingle with conscious and half-conscious thoughts. memories, 

expectations. feelings and random associations:' 

This observation points to the modifications that were to take place in noveli stic 

features and narrative technique. The change is noti ced in - the move towards 

objectivity; a shift from ex ternal events to the manifestation of those events upon the 

mind; the poss ibility of muhiple perspectives; emphasis on the unconscious; 

importance of memories which lead to a dissolution of time; symbolic and 

associative aspects of perception and fluidity of the narrative. 

No literary technique comes out of thin air. There is always a corresponding 

atmosphere of experimentation and development in other disciplines which enables 

the technique to flou rish. Since thi s thesis is concerned with the exploration of the 

development of the stream of consciousness it is logical that we start our exploration 

by looking at the area surrounding the stream of consciousness before we go inlo the 

discussion of the technique itself. 

4 M.H.Abram .. , A CIOSHIf)' ofLiterury Terms ( B:mgalort: Prism Books, (993) 202. 

4 
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The first chapler, therefore, deals with art and discusses the diverse 

movements in art which were to modify trad it ional concepts of perception and reality 

and emphasise the freedom of the artist. Movements such as lmpressionism, 

Expressionism, Symbol ism, Cubism, Dadaism, Futurism and Surrealism portray 

characteri sti cs that somet imes merge, confonn and complement each other, at most 

other times they undennine or even dimin ish the other. Each movement. in one way 

or another, acts as a harbinger of the stream of consciousness technique. 

The second chapter deals wi th psychological developments in the modem age 

that contributes to the understanding of the development of the stream of 

consciousness technique. Beginning from the source of the term in William James' 

Psycholog){ 1890), the di scussion focuses on theories expounded by Sigmund 

Frcud(l 856- 1939) and Carl Jung( 1875-1961) which emphasise the eon niet between 

conscious and unconscious forces \\~ithin the human psyche. It is this conflict that 

perpetuates the now of thoughts and results in human behavioural patterns and 

contradictions. These theories lead towards the understanding of the sel f as bcing 

changeable instead or a stable entity. The stream of consciousness technique allows 

the writer to reveal these subterranean depths of the human mind. 

The th ird chap ler investigates the experiments in literary technique which 

arose from the romantic notion of the creative freedom of lhe artist. Writers had 

started exploiting the possibi lities o r exploring tJle humaJl mind through techniques 

which would ultimately fruct ify in the stream of consciousness technique. The 

writings of Fyodor Dostoevsky( 182 1-188 1) and Marcel Proust(187 1-1 922). for 

example, show experiments in narrative technique which deal with memoI)', 

perception and psychological conflict. Dorothy Richardson(1873-1957) also plays a 

5 
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tremendous role by experimenting with language that was fragmentary and reflected 

the fluid movements of the human Il)ind. This language was to be later regarded as 

appropriate for female expression - an unpunctuated flow of thoughts which was to 

be developed by Joyce to create Molly Bloom's stream of consciousness in U/ysses( 

Paris, 1922). 

The fourth chapter examines the writings of Virginia Woolf(1882-1941) Md 

James Joyce( 1882-1941 ) showing how each has brought into culmination a techniquc 

which arose from the experiments and theories of artists and thinkers of various 

disciplines and concerns. Their representation of the artistic mind as androgynous and 

capablc of comprehending the contradictory experi ences of both male and female 

genders enriches the reader's view of arti stic creation. The skilful use of the stream of 

conscIOusness technique by these two writers has taken it far beyond a mere 

representation of the thought stream and brought into it symbolic and aesthetic 

concerns that play upon the emotions in Woolf and the intellect in Joyce. The 

examples are from but a number of their writ ings. A grandiose amassing of examples 

is unnecessary to exemplify the points discussed. Another point to be clarified is as to 

why any disclIssion of Joyce's Finnega,,'s /Vake(1939) has been excluded. in 

Fillllegwl's Wake Joyce takes the strcam-of~consciousncss technique to imitate a 

world of dreams where images merge and mutate, nothing happens logically, total 

absence of any kind of plot; and language loses its stabi lity as meanings become 

unstable; and time moves in cycles. The novel in question is a massive project which 

deserves its own space. Any attempt to summari se it would do injustice to the various 

levels o f linguistic and structural complexity which it contains. Besides, thi s thesis 

concentrates on the development of the stream-of-consciousness within modernist 

6 

Dhaka University Institutional Repository 



writings. If we take cue from lhab Hassan's fonnulation of the difference between 

modernist and post· modemist tex ts. as presented in the article, "The Culture of 

Poslmodernislll "( 1985), then with all its playfu l parodies and puns, fragmentation, 

timelessness. deconstruction of • meanings, logic, rea lity, plOl,· Fillllegolls Wake is 

Illore of a post·modem text. So I leave a discussion of that particular text for a later 

time. 

The stream of consc iousness is seen to affect a greater freedom for the literary 

artist. It allows the artist to go beyond the temporal limitations of time; to give the 

reader d i fferen t perspectives of a situation and 10 show greater insight into workings 

of the human mind . All these possib ilities are connected to the fervour of 

experimentat ion and developments in science. technology and the arts. This thes is 

looks into the scientific and cultural milieu from which the stream of consciousness 

technique arose and charts the effect it has had on literature. 

7 
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Chapter-I 

Painting and Literature: Soulmates in Modernism 

... the analogy between the art or the painler and the art or the novelist 

is, so rar as I am able to see, complete. Thei r inspiration is the same. 

thei r process (allowing for the different quality of the vehicle), is the 

same, their success is the same. They may learn from each other. they 

may explain and sustain the other .. ~ 

Artists and writers work in different mediums and in different dimensions -

one in the spatial, the other in the temporal realm. Despite this, the affinity between 

them cannot be denied. Malcolm Bradbury in his essay "A Dog Engulfed in Sand" in 

No. Not Bloomsbury has pointed out that some novelists, like D.H.Lawrence, were 

painters; li kewise some painters, like Wyndham Lewis, were novel ists. He also 

mentions the fact that novelists like Hemingway, wi th words such as, ' I learn as much 

from painters about how to write as from writers,' directl y acknowledge the 

contribution of paint ing to their art. Painters and writers, through their art and ideas. 

confidently reflected the radical changes in consciousness and perception that were 

evading the social scene through the out lets of science, tec1mology and modernisation. 

The avant-garde spread rapidly due to inter-disciplinary all iances and exchange of 

views in rri endships such as that between the realist painter Courbet and the French 

poet and critic Baudelaire or for example Virgi nia WooJrs close relationship with her 

sister Vanessa and Duncan Grant. But, as Bradbury points out. it was towards the end 

} Henry J:unes, "The Arl of Ficlion," in The NQrton Alllhology of America" Litertlfure Vol. 2. 
ed.Ronald GOllesmlln et al (New York: W.W. Nonon & Company.l979) 483. 

8 
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of the nineteenth century when the general tcmperament of all art was "art for art 's 

sake" that the relationship between fi ction and painting was exceptionally 

meaningful. Many modem novelists wrote about characters who are concerned with 

artistic values. in order to understand their own ideas about art and their own 

creativ ity. As examples we can take Stephen in Joyce 's A POr/rair of the Artisl as a 

Young Man. Lily the asp iring artist in To fh e Lighthouse. Paul in D.H.Lawrence's 

SOliS a"d Lovers and Roderick Hudson in Henry James' The Ambassadors. These 

characters see, pcrceive and try to understand life and their creation of art in response 

to the world around them. It is interesting 10 note that in the "Preface to The 

Ambassadors (1909)," James expresses the view that, "art deals with what we see',6 

Leamillg to see was indeed a key concept in the path towards modernism. As 

Freud had demonstrated ill his The Interpretation of Dreams (1900) - even in dreams 

sights and sounds are primarily connected to our perception of the world around us 

and the images we have of it. Our perceptions thereby fonn our conception of reali ty. 

Seeing is a process which constantly connects us to the world around liS and creates 

for us various levels of reality which are subject to the interpretation of life as 

perceived by the individual. Philosophers such 3S Thomas S. Kuhn ( 1922- 1996), 

realised that for scienti sts the seeing process as they knew it wi th all thei r gadgetry 

was impinging on apparent reality and giving way to a different kind of real ization of 

reality. Advancements in science taught everyone to reconsider and re-evaluate their 

conception of reality. The visual perception is thus naturally connected to differen t 

changing attitudes in interdisciplinary studies. Accordingly the concept of visual arts 

o H t'IUY James, "Preface 10 The Ambas.mdors "( 1909), ld~ Cenrrtry Llferary Crft(c{sm. A Reader. t'd . 

David Lodge (London: Longman. 1972) 47. 

9 
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changes. Visual artists, instead of using their art to mirror the physical and external 

world as a base for reality, began to emphasise the signilicancc of individual 

perspectives and examine the possibility of mulripie truths. It is true both in visual 

perception and the use of language, that our perception of truth and hence reality can 

be distorted by a careful assimilation of selective facts. Conrad's belief in the power 

of art 10 manipulate OUI responses to life is brought to the forefront in his 1897 

preface to Tlte Nigger of Narcisslls: •• My task which J am trying to achieve is, by the 

power of the written word, to make you hear, to make you feel - it is, before all to 

make you see . .,7 An apparently clean glass of water could hold a thousand living 

organisms totally undetected by the naked eye, special instruments were nceded to 

see them. Artists wanted their art to be the instrument giving a clearer concept of what 

is and what is not part of existence. In social psychology, the awareness of tcnns such 

as propaganda and rumour shed new light on how language could be used to creale a 

version of reality indepcndent of the object in question. Such ideas remind us of 

Saussure's theory of language which illustrates the idea that the signifier and Signified 

are not universal but are relative terms that are highly nuid and can be subject to 

immense change in accordance with change in geographical, psychological and 

cultural factors. What words could exemplify this more thoroughly than rell/iry , self 

and modernism? Themselves key words in the modem age. their multipl icity is a 

reneclion of the uncertainty of truth or reality. Sight and sound (language) turned out 

to be similarly unreliable in objectively representing facts. The sudden ' Bourn ' in 

Forster's Marabar Cavcs echoes throughout the nove l (A Passage 10 India, I 924). 

Each echo transfigu res the sound and contains an entity of its own, something slightly 

7 As quoted by, Daniel R. Schwarz, Recolljigllring M o(ierl1ism (New York: Macmillan, 1997) 52. 

10 
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differen t from the original until wave upon wave of sound result in apparently 

meaningless chaos. which is then re flected upon human life represented in the 

struggling forces surrounding one character. Thus arose questions that philosophers 

and artists were asking themselves , Is what I see real or a shadow of reality? How 

re liable are my perceptions ? If it is my perceptions that are responsible for creating 

the reality around me then it must be my own version of reality. How important then 

am I ? How do I fit in the larger scheme of creation? What is my identity? And so, 

new ideas regarding the characteristics and status of the modem artist were being 

discussed in various cultural circles. 

1n 1863, an essay written by French poet and critic Charles Baudelaire was 

published as "Le pein ture de la vie modeme" (The Painter of Modem Life) in the 

Paris newspaper Le Figaro. In this cssay - inspired by the draftsman Constantin Guys 

- discussing the characteristics of such a painter of modem Ii fe. Baudelaire says -

... we might liken him to a mirror as vast as the crowd itself; or 

to a kaleidoscope gifted with consciousness, responding to each 

one of its movements and reproducing the multiplicity of life and 

the nickering grace of all the clements oflife.8 

He goes on to state that hi s notion of modernity in art consists in "the ephemeral, the 

fugitive, the contingent, the half of art whose other hair is the eternal and the 

immutable. Challenged into being the artist who captures through his art the "fugi tive 

image" or beauty. which is "distilled", from the busy ci ty life of the age, the 

contemporary painters namely the impress ionists took their cue from him and their 

• Charles Baudelaire. "The painter of modem life:' 71,e Nor/Oil Anthology o/Theoryl (1/1(1 Criticism. 
ed .• Vincent B.Leitch ( New York ad London : W.W.Norton and Co, 2001) 79. 

11 
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paintings looked to the changing city scene for their subject mailer. The change in 

fashion, transport and the airy new streets and suburbs of Pari s, and the ri verside and 

seacoast resorts where Parisians spent their leisure time became the sights and sounds 

of interest for the impressionists. What Baudelaire drew everyone's attention to was 

the representation of the real now o f life. He wanted the arti st to grasp the elements. 

the bits and pieces and fragments of life which combine to make ' real ity' . Artists sllch 

as hi s fri end Courbet, " look a fresh and unemotional view," in their representation of 

reality on the premise that "detailed observation o f contemporary existence was the 

only val id approach to art in thei r time.,,9 

111is emphasis on 'detailed observat ion ' developed 

from the seed embedded in the work of Renaissance 

arti sts such as Jan Van Eyck (c.1390 - 1441 ) and 

led to the development of various abstract fomls and 

techniques In art in later decades . Van Eyck's 

observance of minute detail and humanization of 

pictorial themes in artworks such as Giovanni 

Arno/jilli (md his Bride (Fig-I ) demonstrate qualit ies 

which were to resurface centuries later on the canvas 
(Fig-I ) 

of modem painters. In thi s painting. the mirror on the wall reneets not only the 

figures of the two major characters but also two other persons looking in at the scene. 

One of those fi gures may represent the arti sl himself. The painting gave risc to Ihe 

aesthetic concem of an and the debate regarding the true purpose of art . The contex t 

, Realism in art. "An" The Grolier Encyclopedia. <http:// auth.grolier.corTP-7 .4.2oo2 

12 
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of thi s painting reveals the artist to be a witness to a soc ial event , namely a sacred 

betrothal. "the master has put his name in a prominent position on the picture with the 

Latin words 'Johannes de eyck fuit hie' (Jan van Eyck was here)"lo , as if he were 

there to s listain this moment in time. Many aspects oflaler art are a reali zation of-

the tremendous possibilities which lay in Van Eyck's new way of 

painting. For the first time in history the artist became the perfect eyc-

witness in the trues t sense of the tenn.' , 

But the presence of a renection of the two other figures within the painting also raises 

the ques tion of perspective, a theme which was ultimately to become crucial to the 

modernist interpretation of life . in discussing Joyce as modernist Schwarz refers to 

hi s use of " the theme of para ll ax" -

how the same phenomena looks different from a different angle or 

perspective or by ex tension how human events look different to a 

different perceiver, . . 12 

The qucstion was, Was art to portray the tnle likeness o f an object as if it had an 

existence outside human perception'! Or, Was individual perccption to be givcn 

importance? As, John Sloan in Gist of An, 1939 once commented "Looks like' is not 

the test of a good painting. It indicates mcrely visua l similarity and shows that the 

artist has not put hi s brain to work." D The conniet of reason and imagination troubled 

10 E.H. Gombrieh, 'Thc SIOry o(AlI": i\rIchivc.van Eyck 
<btlo;lIwww.artchjvt.eomlartcbivcN/vAn eyck/amlfini lexl.ipg,huni>3.5.200t 

11 Gombricb. Ibid. 

12 Schwarz 142. 

U John Sloan In Gist of Art, 1939.< blm:lI\vww.col1$lable.oct/arthisIQ I'Y/wri-styk.hunl> 3.5.2001 
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artists such as Eugene Delacroix(1798- 1863) who used paint "not as a medium into 

which thought is del iberately translated, bu t as an instinctive activity accompanying 

the very process of thought"I" 

Thus. there began a differentiation between simple registering of facls and the 

enriching of visual images with subjec tive illumination. A combination of registering 

and associating perceptions with experience began. The artist would use his facuity of 

sight for registering external realities and then turn his attention inward towards the 

image associations of the mind, seeking access to an all-encompassing visionary 

power which was not bound within the limitations of time and space. The blind 

Tiresias. after experiencing with all hi s senses the androgynous state of events, 

becomes the fleeting embodiment of a chance juxtaposition. In his perpetual physical 

darkness, time has no entity, space has no depth both arc dctennined by illusion. All 

emphasis on visible reali ty was turned inside out. Such attitudes ultimately resulted in 

abstract and symbolic art movements such as Cubism and Surrealism. Thus, before 

we come 10 the abstrac t art of the 20th century it will be usefu l 10 look more closely at 

the way the concept of realism was expressed in art during much o f the 19th century. 

Art and Ibe Debate Arou nd Realism 

"The art-historical definition of Reali sm originated in the movement that was 

dominanl primari ly in France from about 1840 to 1 870~80 and that is 

identified particularly wi lh the work of Gustave Courbet ( 1819-1877 )."lS 

I. Hcrben Read, The Meaning of Art ( l ondon: Faber and Faber, 1931). This qUOIe is from the Indian 
Edition (Naida: Penguin Books India, 2003) 188. 

IS Realism in an . "Art, .. vr(}lier . ibid. 
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of black costumes and the over-powering fact that even Jeslis Christ had to die 

(symbolised by a crucilied Christ in the background). This painting secms to say that 

these black scenes of death are part and parcel of human existence. HUman beings 

cannot remain indifferent to such reali ties . Art is not merc illusion for it has the 

power to delve into the heart of things. and cannot be blind to the suffering of the 

masses. If that is the message of this painting then the outrage of art critics of that 

time can be explained as their having to encounter att itudes in art which they were not 

used to. A parallel to such humanism can be found in George Eliot' s fam ous 

statement -

Paint us an angel, if you can. with floa ti ng violet robe ... ; paint us yet 

oftener a Madonna ... ; but do not impose on us any aesthetic rules 

which shall banish from the region of Art those old women scraping 

carrots with their work-worn hands, ... thosc rounded backs and stupid 

weather beaten-faces that have bent over a spade and done Ihe rough 

work of the world . . .. 16 

Critics accepted art only as it reflected the beautiful and idealized fonns in natllre. 

The Platonic ideal of beauty had to be upheld. Courbet and his fo llowers stood 

against all these attitudes regarding art, and were in search of an objective social 

reality; A presentation of reali ty which "professes to avoid any selective bias in . .. 

giving us the scene or the character as the eye sees it" and emphasize the aspect of life 

"least nattering to human dignity.,,17 But to the disappointment of many younger 

anists the constant batt le with the critics dampened Courbet's fighting spirit and in 

I ~ George Eliot. Adam Bel/e, 1859. 
<hru2;1I\~Q.\\1~.lliteru5h . cQIn'oagimlJed !xtladamblOfadambl Q s 1 01 80 p:l(!'es.hrnU>4.5.2002 

II Read, The Meaning oj An 137. 
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later years he concentrated on painting for public approval, hi s subjects now 

converted into popular themes in the public salons. Ilis previous commitment though. 

was glowing like an incandescent flame for many aspiring artists and changing thei r 

concept of art and thereby, layi ng a strong base for the Impressionists. 

Edouard Manet (1832 - 83), suffered the same if not more hostil e criticism as 

Courbee Manet' s work also had great influence on works which led towards 

modernism ... It was Renoir who wrote of Manet : 

' Manet was as important to us [lmpressionistsJ as 

Cimabue and GiollO were to the Italian 

R · , .,,, M ' L D . / ' / b cnalssance . anel s e Clelmer SIIr ler e 

(Fig-3) was furiousl y attacked for obscenity. Nude 

figures were no new introduction to the art world so one wonders at the outrage. The 

truth lies in the fact that he had atTended contemporary sensibility. It was the same 

type of hostility Byron had to face with Do" JIIlI" _ This was also the type ofhoslility 

that Joyce had 10 face with hi s too often, too open physical references in Ulysses. 

Manclmade the grave mistake ofimpropriely - putting n nude female figure in a park 

in the midst oflwo foppi Sh gentlemen. The incongruity of the scene otTended society. 

A glance at this picture reminds one of Robert Scholes' I" the Brothel 0/ Modernism .-

Picasso lind Joyce in which he refers to the recurring references to prostitutes in the 

works of Pie ass a and Joyce whieh are characteristi c o f these two great modem artists. 

Could it be that Manel was trying to develop a similar idea? Could it be that he 

considered such a woman as a "Muse" for hi s creative art and thus tried to blend 

her into the surroundings as an undeniab le ex istence upon which light had a similar 

II Schwa!"''' 54. 
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if not stronger interplay as wi th the other bodies surrounding her ? Yet he does accept 

the fac t that her presence in society is on the whole insignificant : thus blurred images 

in the background representing eoquctLes at a public bar are to be found in another of 

his paintings. A close examination of hi s masterpiece Bar at the Folics.Bergere. 1882 

(Fig-4) reveals the fi gure of the decently dressed barmaid as the onl y signi fi cant enti ty 

in the picture. The throng of people arc just shades of non·specific co lour .There is a 

reflection or a man in the mirror behind the bar. As viewers of the painting our gazc 

becomes part of the moment and we are not di stant onlookers. The onlooker becomes 

thc refl cction. We see the barmaid and her 

surroundings through the eyes of the customer. 

As we look at her (the bamlaid) we see a 

woman struggling wi th life. with dignity. The 

delicate hues or the flowers before the barmaid 

pathetically echo the li stl essness in her eyes. 
( Flg-4) 

The delicate fl owers 10 their rragile yet sturd y environment seem to represent her 

position in lire. The moment is insigni fi cant but its reality is inescapable. 

Aestheticism and Art 

Reality has so many races that it is indeed hard to pinpoint the essence or 

reality and convert it into art. This chameleon like quality of rea lity has led to many 

ways of considering the connection between reality and art . Pierre Macherey in his A 

Theory of Literary Productio" (Trans, 1978) maintains that Art creates a reality of its 

own, it should not therefore be judged acco rding to literal correctncss. Ci ting Balzac 's 

Paris. Macherey explains that the literary Pari s can never exactly represent the real 
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Paris and it is this insufficiency that opens up possibilities of unending variety. After 

the introduction of the ternl 'aesthetics' by Alexander Gaull lieb Baumgarten in 1753, 

the centuries old concern of beauty and its perception and representation at last found 

a name. Though previously a topic of philosophical dimensions with arguments 

originating from Plato, Aristotle and the like, it was in the 19th century that artists 

themselves discussed the nature of aesthetics in their own art and also in art in 

general. We notice that the concept of reality and its relation to art and consequently 

the role of aesthetics in a work of art has changed over the centuries. 

Plato 's phi losophy concerned with the shadow perception of unattainable 

concealed beauty and the sustained view of the art of detailed perfection of external 

reality as being ab le to only duplicate an illusion of realit y was challenged by 

Aristotle's doctri ne which, though it used the same term, mimesis, meant something 

totally different. Aristotle advocated that art should satisfy human demands for 

happiness in contradiction to Plato's view that aesthetic concerns should be based on 

morality. The third century phi losopher Plotinlls advocated for morality in a way that 

laid emphasis on art as a medium of aesthet ic bondage which could lead to 

contemplation of mystic ideals. After the transit ion from religious aestheticism in the 

Middle ages to the impersonal representation of minute detail of the human world in 

the Renaissance the world of aestheticism continued to be imbued with attitudes of 

impersonal depiction, advocated by lmmanuel Kant( 1724-1804), emphasizing the 

sk ill of the artist in selecting and representing beauty which is universally accepted. 

Hegel( 1770-1831) put forth the idea that the objects of aesthetic representation should 

be searched for amongst natu ral objects which were the only source of true beauty. 

SChopenhauer (1788-1 860) called for an escape from harsh reality in the 
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contemplation of unattainable Platonic forms. Nietzsche (1844-1900), believed that 

art could change the perspect ive of cruel existence to a bearable even pleasurable 

expenence. 

Changing philosophical attitudes towards art great ly innuence the art and 

literature of the times. Gustave Flaubert, Jane Austen, Charles Dickcns, Carlo 

Goldoni, Alexandre Dumas all wrote about middle class life in true to life portrayals 

in novels and dramas. Courbet depicted the plight o f the working class. Gradually the 

emphas is on depicting ex ternal reality changed and art shined its rocus inward 

looking into the human soul. The artist's role was being Te-evaluated. The last 7 lines 

of T.S.Eliot's The Wastc/alld epi tomises the struggle to make sense of the artists 

work which was, in this modern age of unrest seen to be destroying the sense of 

beauty in art. The lines -

Poi s' Mcose nel foco che gl i affina 

Quando fiam uti chelidon - 0 swallow swallow 

Le Prince d' Aquitaine a 1a tour abolie 

These fragments I have shored against my ruins 

Why then l1e fil you. Hieronimo's mad againe. 

Datta. Dayadhavam. Damyata. 

Shantih shantih shant ih 

Here Eliot uses an admixture of five languages in the space or eight lines. The 

fragmellls conceal a greater meaning embedded in the purpose of the whole. The 

reference to Hieronimo is of vast importance in this context. In Kyd's play The 

Spa,,;sh Tragedy Hieronimo stages a play to get revenge on eVll-doers (Balthazar and 

Lorenzo) who are above the law. He effects confusion in the audience and the stage 
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by assigning a different language to each character thereby using several languages 

simultaneously in a single play. The audience is so confused that they do not reali se 

that the deaths are actua ll y happening in reality and are not being staged as an 

illusion. Though Hieronimo is successful in his revenge the extremi ty of affa irs 

causes him to grow violent for he has also unintentionally caused the death of Bel­

Imperia who is an embodiment of beauty. The catastrophic result of the stress of such 

confusion is echoed in these lines of the wasteland where there is an equivalent 

stressful amalgamation of multiple languages. To resolve this stress the poet 

passionately utters an invocation of peace hantih, shantih, shantih - to rcgain a 

fomler certitude of being , out of the fragments of language symbolising the 

di ssolution of nationali ty and culture. 

Technology seems to be the main catalyst in breaking down cross-cultural 

boundaries. a universal fonn of culture that innucnced and created a more 

technological base for popular cu lture which the technological revolut ion of the 20lh 

century has brought about. Technology has diversified the expericnce of and reaction 

to art . Mechanical reproduct ions have taken art to the masses which in turn triggers 

diverse reactions to that art work for, as Walter Benjamin points out in "The Work of 

Art in the Age of Mechanical Reproduction," .. there was no way for the masses to 

organize and control themselves in their reception." He goes on to say that the 

problem of reproduction of a piece of arl li es in the fact that the "aura" of that work -

its uniqueness, its specific presence in lime and space is destroyed and along wi th it 
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tradition is shattered as "art has left the realm of the 'beautiful semblance' which. so 

far, had been taken \0 be the only sphere where art could thrivc.,,] 9 

Art was brought down from its majestic heights to a more public-oriented interrace. 

This was what was happcning in the artistic sphere in the decades between 1890-

1930. As Louis Althusser writes in hi s letter to Andre Despre( 1966). 

What art makes us see, and therefore gives to us in the fonn of seeing, 

perceiving andfeeli"g is the ideology from which it is born, in which it 

bathes, from which it detaches itselfas art, and to which it alludes.10 

The artist's objective, during that period, of digging inlo the realms of perception and 

the human mind fundamentally changed the idea of aesthetics. Thus we notice the 

emphasis on reality (naturai=>social) in the realists, emphasis on the effects of light in 

the impressionists, the emphasis on colour in the fauvists, the emphasis on distortion 

of natural bodies in the cubists, emphasis on outraging the public in Dadaism and the 

emphasis on symbolism and dreamwork in the surrealists . 

Impress ionism : Gateway To Modern Art 

The Impressionists held eight art exhibi tions between the years 1874 -1886. 

The first exhibi ti on held in 1974 was subject to extreme satirical reviews from the 

French art cri tic Louis Leroy who used the tcnn impressionism. derived from Monet's 

Impression : SlInrise (1872- 1873), in a derogatory sense to describe the unfinished 

I" Walter Benjamin ""le Work of An in the Age of Mechanical Reproduclion,"Ulerary Thcllry: An 
Anthology. cds. Julie Rivkin and Michael Ryan (Oxford :OI!lckwc:ll, 1998) 285. 

Zll Louis Ahhusser, ., A Letter on Art In Reply to Andre Oespre( 1966),"771(' 7711.'01)' ojCriliciJ·m· From 
Plmo 10 tlr" PresI.'nt. cd. Ra1ll3n Seldon (Essex! Pearson Education Ltd, 1988) 4(iO, 
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aspect or those art pieces. Amazingly the group or artists adopted the term to identify 

themselves and their art . Impressionist painters sllch as Claude Oscar Monct(1840· 

1926). Camille Jacob Piss.rro. (1830- 1903). Pierre Auguste Renoir (1841-191 9). 

Mary Cassatt (1844.1926) etc ...... specialized in landscape, infonnal portraits in a 

domestic sell ing, and still li fe genres that berore the 1870s had been regarded as of 

lesser importance than history pain ting. It was a major ach ievement or the 

impressionists to overtUnl thi s prejudi ce.,,21 TIlcse painters realised that the same 

objec t could assume a thousand faces depending upon the light and colour reflected 

from and re Fracted through it. Henry James emphasizes the importance orimprcssions 

in works of art . As Philip Home says, 

James argues in much of his criticism that a strict adherence to 

'impressions'. the maintenance of an ' ai r of reality', is a 

neccssary condition for the moral validity of a work of fic tion , 

something which eviden tly concerns him.22 

The possibility of catching an exact moment in time with all its momentary sensations 

is what thi s group of arti sts tried to perfect. This catching of sensations is. according 

to Leavis, a characteristic of the poet Edward Thomas's (1878·1 9 17) imitation of 

speech patterns: 

A characteristic poem of hi s has the air or being a random jott ing 

down o r chance impressions and sensations, the record of a moment of 

!I ."Impressionism (art)." Micrm·ojt® Encarm$ Encyclopedw 1000. C 1993· 1999 Microsoft 
Corporation. CD· ROM. 

12 PhilipHomc, " The novel 10 19 14 " The Penguin HistQryoj£nglisil /..ilc'rtlture:The Twentieth 
CClllury. cd. Marlin Dodsworth (London: Penguin. \994) 68 . 
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relaxed and undirected consciousness. The diction and movement are 

those of quiet, ruminative speech.21 

Such a comlllent could be aptly used to describe the work of the impressionists, 

especially the landscapes of Pissarro. Painters with the same interest in momentary 

sensations tried to put on canvas not a representation of solid blocks or colour but the 

shimmering elegance of suddenness and exactitude. They tried to represent 

scenes exact ly as they had perceived them suspending an evanescent moment ,with 

all the extravagance of light ,shade and colour. Leonardo da Vinc i's concern with the 

nature of light and shade in works such as Mo"a Lisa(J 503. /506) (Fig.5) find a more 

mature expression in the work of the impressionists. These painters did not toil 

relentlessly to hide their brushstrokes, but they len them boldly slaring into the face or 

perfectionists and traditional artists who would consider 

such techniques as callousness on the part of the painter. 

The impressionists were one of the primary pi llars upon 

which the roundat ion of modernist insight was bu il t. 

Impressionism was one of two paths stemming rrom the 

debate around realism that reached its peak in a world in (Flg-S) 

which all absolutes were rapidly disso lving. Early realism had a positivist attitude 

embedded within it. But, as Malcolm Bradbury points Ollt, as the Victorian world· 

picture began to crumble away and ""n bleaker lore from Dar.vin and positivism put 

the landscape into a new perspective and shrank the image of the human figure," 

earlier optimism gave way to more depressing pictures of "indifference and 

U F.R. Leavis, New Bearings In English Poetry. 1950. As quoted by, Catherine Koralck. " Poetry to 
1914". Dodsworth 49. 
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\'ictimisation." And at that point in history, realism was to take two distinctive paths I 

one path, "which followed Zola in regarding the study of rea lity as an experimental 

sc ience. became naturalism; another, following realism 's emphasis on lhe 

intensi (ication of awareness, and emphasising the act of consciousness, became 

impressionism."14 The latter division was to brunch out in different directions thereby 

begetting the whole array of mode mist movements in art and li teratu re which were to 

introduce a drastic change to all that had gone before and that was to unite under the 

title of , Mod ern ism' . 

Claude Oscar Monet(1840-l926) is renowned for hi s series paintings. Starting 

In 1877 with a series of works that capture the smoke-filled Saint Lazare railway 

station 111 Paris. Monet went on in 1890 to paint a series titled I/tlystDcks and 

eventually painted his Rouen Call1edraJ series (1892-1894) which are truly 

signi ficant for his portrayal of the effects of light falling on an object and 

transfiguring our perception of it These series of paintings lay bare the fact that the 

same object seen from the same angle seems tOially differcm and contains a totally 

different eombimllion of colours at different times of the day. 

Paul Cezanne(1839- 1906). himself infiuenced 

by Pissarro In impressionist tech nique, 10 tum 

influenced Picasso in hi s treatment of fonn and Van 

(Fig-6) 
Gogh in his treatment of colour. His Peaches and 

Pearse J888)(Fig.6) IS an example of the still life he painted with a which blends 

H Bradbury, MoJenli.ml 29. 
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realism and sUbjectivity. We sense an order in the disorder of arrangement. The 

haphazard position of the fru it upon the whi te table cloth is significant of a certain 

balance which a single effort less pull of the cloth could break into chaos. TIle 

impressionist 's momentary impression is there .The exact folds of the cloth are not to 

be naturally regained once the balance is losl. The seemingly geometri c stance of the 

objects have the seed o f cubism embedded in them. Thus sometimes the term 'father 

of modernism' is applied to him. Other painters who picked up the technique are, 

Walter Sicker! ( I 860- 1 942)(England), James Abbot McNeill Whistler (1834-

1903)(Anterican), Max Leibennann (1847- 1935)(Genman) and Giovanni Scgant ini 

(I 858- 1 899)(ltal ian}. Whistler 's title of a painting of hi s mother which he named All 

Arrangement ill Black alld Grey clearly indicates that the impressionists laid lillie 

emphasis on subject and were instead interested in colour. light and shade. The global 

reach of the modem movement in art is Clearly visible from the di verse nationaliti es 

of these artists. 

After the impressionists naturalistic depiction of nature came the post­

impress ionists with their di stortion of the natural aspects of thei r surroundings, among 

which Vi ncen t van Gogh's (1853- 1890) name is 1110St well -known. This artist 

di stort ed nat ural colour combinations and started another movement which used on 

"defamiliarizing" techniques. The figures he portrayed were detached and strange, 

whereas his landscapes seemed to be urmaturally heaving with a tumult of colour 

revea ling an underlying spirit similar to the wi ld landscape of Emily Bronte's 

WUfhering Heights (J 847). The scenes he depicted were fu ll of colourful st rength as if 

objects themselves embodied emotions and gave out co lour signals fo r human 

response. He thus started a tradition of using strong and powerful co lours. But unl ike 
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the colours used by Eyke, which had a certain conformity with the subject - Gogh 

was somewhat erratic in his use to the extent that many would say he was bereft of 

the colour sense defining the combination of hannonious colours. Actually he was 

concerned with creating a harmonious whole out of apparently disjointed colour 

combinations. That such was indeed his intention is discernible from one of hi s lettcrs 

to his brother Theo in which he states, 

When weavers weave that cloth which I think they call cheviot, or 

those curious multicoloured Scottish tartan fabrics, then they try, as 

you know, to get strange broken colours and greys into the cheviot --

and Lo get the most viv id colours to balance each other in the 

multicoloured chequercd cloth -- so that instead of the fabric being a 

jumble, the ejJecl prod"ir of the panem looks hannonious from a 

distance. 

A grey woven lTom red, blue, yellow, off-white & black threads -- a 

blue broken by a green and an orange, red or yellow thread -- are quite 

unl ike plain colours, that is, they arc morc vibrant, and primary colours 

seem hard, cold and lifeless beside them. 2S 

An examination of any part of any of his mature paintings would reveal his 

commitment to his bcJief in such a technique of colour combination. If we study his 

Se/fPorrrair we are astonished to fmd the amount o f work and skill that has been 

exercised to retain this fusing effect of a multiplicity of colour-shades, In such 

paintings blue is not just blue and brown is not just brown, even the white if closely 

lS Van Gogh to Theo, c. 30 April 1885, from The Leur!l'S of VillI Gogh. <itup;IIwv. ...... . art-and­
<lrlisl.co.\Ik/van-!!:ogh.hlm> 8.5.2002 
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inspected wi ll reveal shades of yellow, green and pink, His Crows ill the Wheatfield 

(1890, Rijksmuseum Vincent van Gogh, Amsterdam, Netherlands) (Fig-7) is most 

characteristic of his emphasis on colour. Por him colours were embodiments of 

(Fig-7) 

emotion to be imprinted on the canvas with 

quick and vio lent brush strokes, As we notice 

in this picture a terrib le lOnnoil seems to have 

been going on within him, an ext remity of 

emotion is clearly identifiable, This painting 

wns produced a few days before his suicide; 

maybe that was where the agitation lay, Thoughts of violence and death must have 

been circling in his head like the circling crows in his picture. Gogh's work is said to 

represent the archetype of expressionism. The intensity of cmotional experience and 

emotional spontanei ty along with the technic-al use of powerful colours to express 

inner ramifications of such excessive emotional states in as compelling fonn as 

possible is what gave the expressionists their name. It is surprising though that the 

ternl cxpressionism was not officia lly used till 1911 in spite of the fac t that the style 

and esscntia l qualities of expressionism were apparent in much As ian art and 

European al1 before that. Van Gogh's associate Ganguin was as ambitious in hi s use 

of colour as was Van Gogh and it was their experimentation in al1 along with the 

innuencc of expressionist schools of an that led direct ly to the fauvist movemenl in 

an. This movement and Van Gogh's wo rk greatly innuenced the fauvis ts, The 

fauvis ts continued in Van Gogh's footsteps but with a little difference. The bright 

colours arc still there but the figures and subjects seemed to follow Chinese and 

Japanese pain ting in their essence. 
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Fauvism was mainly a French artistic movement which lasted from about 

1898 to 1908. "Les/allves, literally "the wild beasts," was originally a. pejorative label 

applied to the group at their first exhIbition in 1905, although the fauvist style had 

been employed by the group's members for sevcral years before that date. The artists 

included Andre Derain, Maurice de Vlaminck. Raoul Oury. Georges Braquc, Henri 

Gangllin, Albert Marquet. Jean Puy. Emile Othon Friesz, and Henri Matisse. their 

undisputed leader. The epithet was never accepted by the painters thcmselves and, 

indeed, in no way does it describe their sunny or lyrically subject ive imagery:ol6 AI 

the 1905 exhibition " the paintings wcre hung together in the central gallery, 

surrounding a conventional renaissance-style statue. Tradition has it Ihal art crilic 

Louis Vauxcellcs remarked of the situation: 'Air, DOllatello flU mIllieli des fiull'cs. 

Donatcllo among the wild beasts), 27 It was from that point onward that a derogatory 

term bccame a tcml oridentitication as had impressionism before it. 

Henri Mattisse(1869-1954) was one of the 

most renowned of the fauvis ts and possibly the only 

one dedicated enough to the form to continue with it , 

Paintings such as his Red Room(Harmo"y i" Red) 

(1908-1909) (Fig-8) clearly show his usc of strong 

(Fig- ) 
colours. Exactness is not one of his strong points nor 

did he want it to be. He worked with an apparent sense of subjectivity, working on the 

painting and adding colour until he felt it was complete. It was what he felt that 

manered. The distorted form or the sti ll fruit gave importance to the colour. It is as 

lio "rauvism"Microsoft~ £1Ic:orta® EIIC)'C/QP('(/ia 2000 C 199)·1999 Microsoft Corporation.CO·ROM 

n Stcve Sander, Tlte! Pm/I't! Page. <www.thC.ilClc;IIJcrv.com.lIu > 5.6.2002 
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though it is the co lour that gives objec ts their fonn. To him and others like him it was 

colour that enhanced sensat ion. As he said himself, "My choice of colours does not 

rest on any scientifi c theory; it is based on observation, on reeling. on the experi ence 

or my sensibili ty. Inspired by certain pages or Dclacroix, an artist like S ignac is 

preoccupied with complementary colours, and the theoretical knowledge o f them wi ll 

lcad him to use a certai n tone in a certain place. But I s imply try to put down co lours 

which render my sensation. ,,28 Matisse admits that be has been innuenced by 

Cezanne's work . 

Cezanne, you see, is a sort of god of painting. Dangerous, his 

innuence? So what? Too bad ror those witho ut the strength to survive 

it.. .. 1 have accepted innuenccs, but 1 think I have always known how 

to dominate them.29 

This boldness seems to dominate hi s paintings where he Creates vis ions of intense 

subjec ti vity. Colour again seems to be more important than figure and rorm and 

co lour in itself created foml. The woman in the painting seems to have an 

insignificant posi tion just happening to be there arranging not rruit but co lour. It was 

the boldness in colour that po rtrays an aTTay of fee ling unassocialed wi th the human 

fonn. The long stalks on the tablecloth seem to be wait ing for the removal of the 

human fonn in order to full y complete the black and red co lour combination. Other 

2~ Matisse, Henri. NoteS o/a Puillll'r. La Grande Revue, 1908. 
<bliP :lIwww.constable.netlanh jslory/g lo-matissc .hlml> 7.6.2002 

:0 Matisse's comment about the influence o r Cezanne. From an imerview with Jacques Guenne, 1925. 
<http://www.constable.nctlllrth i stoO'/~lo-m:ujsse. blml> 7.6.2002 
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works such as The Joy of life( 1905- 1906), The Red Sludio(1911) also contain this 

bold usc of colour signi fying the artist ' s emot ional fulfi lment . 

Picasso And T he Beginnings Of Abstract Art 

Harsh angular plains and fl at perspectives are characteristic of Pablo Picasso's 

(1881-1973) style, later changed illlo the use of cubes thereby giving rise to the lem 

'cubism' . A painting representative of his style. Les demoiselles d'Avigno1/ 

(1907)(Fig-9) shows fi ve nudes, apparently prost itutes, in curious posi tions and with 

mask-like faces. and mechanistic bodies totall y deprived 

of beauty in the common sense o f the word. But why was 

Picasso di storting human images to an ex tent that they 

could hardly be teoned human ? This may possibly be 

Picasso ' s reaction to the psychological and scientific 
(Fig-9) 

movements of hi s time, which revealed the trepidation of the human intellect and 

mind. What power do we actually have if we can't guarantee our own sanity? In 

cubism the human fonn has lost all its subtlety. Picasso holds a very influential 

position in the world of modem art. His art was a revol t . and is emblematic of the 

modem artist. 

Faces are our principle means o f identi fi cat ion. Yet Picasso's pictures have 

conunon indistinctive mask·like features. The splendour is barbaric. reminiscent o f 

primitive cultures and tribal existence. Picasso had frequented the ethnographical 

museum al Trocadero and its influence is evident. In the large sculptures of the 

museum Picasso could envision the pulse o f modem life. If we look carefull y at the 
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faces of the women portrayed in Les demoiselles d'A\'ig"ofl (1907) we notice (from 

the left ) that there is a gradual transfonnation frolll human 10 attained non-human 

identity. II is as if he is trying to say that we all wear masks which hide our true 

identity and destroy the spirit of individuality that lies within us. The 

commodification of modem life that calls for conformity in life-style and attitude 

takes away the arti st' s creativity. The material aspect of the painting is signified by 

the fact that the women are in a brothel of Avignon, a street in southern France. As 

tribal society before us had vanished helplessly, we are caught up in a pattern o f life 

and losing our individual identity in a society consumed wi th materialistic concerns, 

the sole purpose of li ving being for subsistence in a utilitarian world. The 

metaphoricity of the painting - the contrast and comparison of two spat ially 

dimensioned cultures "recalls Conrad' s insistence in Hearl of Darkness on the 

simultaneity o f savagery and barbaric impulse in modem European behaviour:,3o 

A certain pess imism cultivated by the anarchism of modem culture seems to 

envelope these paintings with a slrong moti r of the search of identity and pemlanence 

of belief. This lack of individual identity is indicative of our conditioned response to 

the happenings of life: like a cult which knows only destruction and devastation 

deprived of spontaneity and individuality - the whole human race is lUned in to one 

frequency of consciousness that is one of material validity. Or again it could be a 

representation of Freud 's theory of hiding behind a mask of pretension which gives 

way, through dreams and slips of tongue, to the sexual neuroti c that lies underneath. 

Or. it could be that humans have turned themselves into commodit ies in order to 

indulge in the materialistic ecstasy around them. Whatever maybe the true 

:JO Schwarz. Rl!c()njig uring M(JI/l'rnil m (N~w York: Macmillan. 1997) 139. 
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explanal ion, the truth of the matter is that it is a sense of pessimism surrounding the 

world around them that leads these artists to continue experimenting wi th foml un til it 

develops into an admi xture of various bi ts and pieces which together make a 

somewhat disjointed whole. This is what is called 'collage' , A spirit o f restlessness 

was ev ident in such experimentation wi th fonn and conten t. Though paintings, such 

as Les Demoiselles d 'Avig noll( 1907). The Three MUS;C;(l lls(192 I ). The Dallce( 1925). 

and Guem ic(l ( 1937) seem worlds apart from any romantic predecessor, there is a 

connection. To qllotc jllst a few of Robert Scholes' words on this subject -

From Romanticism. modernism gets its emphasis on originality. on 

the need to make things ' l1ew' - to bc perpctua ll y innovati ve at the 

level of both fonn and content. It is their perpetua l restlessness and 

fonnal iJUlOv3tion. among other things, that have put Joyce and 

Picasso at the centre of mode mist art and literature.)! 

This perpetual restl essness was a reaction to mechanized life. and the art istic 

experiments arc an eCfons to translate those reactions into a posi ti ve force for 

creation. But for all hi s experimentation. representation of an object was still within 

his creation of art and the exploration of the human subject. though temporaril y absent 

from his artworks during hi s collaboration with Braque. was presen t in the major pan 

of hi s arti stic output. 

It is interesting to note though that nlany of Picasso's later pictures rcnected a 

change of attitude and return to renewed emphasis on works by great nlasters of the 

past- Diego Velazquez, Gustave Courbet, Eugene Delacroix. and Edouard Manet. 

.11 Robert Scholes. III/he Broth'" of Modernism' PiC(l!,':lO & Jo),ct'. 
<hnp;{lwww.mode .. !!.brown.edulDcollle/$!;hQles/Pic-Joy/f.an-:l-..}4Q . bun! ,> 19.10.2000 
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Could it be that in later years Picasso was more sympathetic to humanizing and 

ex ternal reality? Wc have encountered many such attitude changes in philosophers 

such as T.E.I-Iulme. Hulme is "unusuall y frank about hi s changing attitudes . . .. 

'Living in a sceptical atmosphere. you are in an unnatural attitude which prevents you 

seeing object ive truth.' Such. he acknowledges. was the difficulty which impeded his 

own development."J2 

Georges Braque(1882-1963) is a name constantly associated wi th Picasso. 

After working under the innuence of the fauvists Matisse and Andre Derain(1880 -

1954) , Braque moved on to concentrate on the paintings of Cezanne. In a 1902 

painting of Mom Saime-Victoire. Cezanne used the technique of passage, which 

allows for physical objects to interpenetrate each other. In this particular painting 

for example, he brought on the eITcct of illusory depth by allowing Ihe blue of the 

sky merge with the grey area of the mountain. Without a clear boundary separating 

them. rock and air merge and interpenetrate. This technique held strong appeal for 

the cubists because - ·'first. passage defied the laws of physical experience. Second, 

it encouraged artists to view paintings as having an internal logic---()r integrity­

that functions independently of. or even contrary to, physical experi ence."n 

Considerably developing Cezanne's style of creating illusory depth in an 

object and rendering unconventional perspective, Braq ue worked side by side with 

Picasso to establish cubism as a major movement , emphasizing both the analytic (upto 

19 12) and the sYllIhetic romt(afier 1912) or cubism. Collage is the developed ronn or 

)1 ."Cubism"Mic"rQ!wfl® Encarfa® E,Jcyclop(,dia 2000. e 1993·1999 Microsofi Corporntion. CD· ROM 

" ."Modern Art" Microsoft® Encarta® Encyclopedia 2000 . .0 1993·1999 Mic:losofi .CD·ROM. 
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synthetic cubism. Their radi ca l invention of gluing bits and pIeces of the outside 

world- bits of newspaper, pieces o f material etc. and thereby syntboli zi ng a link 

between the world of o ut side elements and the world of art is noteworthy.The variety 

of non-confonning shapes and objects were to create an unfamiliar concept o f 

display. That the concept of coll age was foremost in Strindberg's thoughts in the 

creation of his characters is clear from hi s statement in the Preface to Miss Jlllie . .. My 

characters are conglomerations of past and present stages of civili zati on. hilS from 

books and newspapers, scraps of humanity, rags and tatters of fine clothing, patched 

together as in the human souL")" The assimilati on o f apparently non-aligned broken 

images reflect the kind of structural dimension which was later merged wi th 

dream works and contained 

Fig-I O 

strong symbolic aspi rations which were to be 

developed in Surrealism and from which the 

stream-of-consciousness technique was to be born. 

Braquc's Gllilare el \'erre (Guitar and 

Glass, 1921 )(Fig- I 0) is an example of hi s work. 

and illustrates the fragmented experi ence of art . 

Albert Gleizes. Jean Metzinger. Robert Delaunay, F'emand Leger, and Juan G ri s are a 

few of the French artists who experimented with cubism. In contras t to the work o f 

Picasso and Braque they used their art to glorify modem Iifc 's relationship to 

technology. Thereby, upholding the contemporary politica l belief the demands of 

society as a whole were morc important than the individual. 

~ As quotcd by, James Mcr ar1 :Ulc. "Thc Mind or Modemism", Modernism 81. 
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Refening to Mondrian '5 (1872· 1944) Composition i" BIlle, Yellow, and 

8/ack(l 936)(Fig. I 1) Gardner says, ' Mandrinn has adjusted the design 50 carefully 

that no single portion o f the surface is more important than any other; the tension 

between the rectangles is maintained to the very edges.')S Thc abstraction here is so 

intense to a level that one has to think of Mondrian 's comment on an and reality to 

make a reliable judgement· 

Art and Reality. Arl is higher than reality, and has no direct 

relation to reality, Between the physical sphere and the ethereal 

sphere there is a frontier where our senseS stop functioning. 

Nevertheless, the ether penetrates the physica l sphere and acts 

upon it. l11US the spiritual penetrates the real. But for our senses 

these ure two di rferent things- the spiritual and the material. To 

approach the spiri tual in art, one will make as little use as 

possible of reality. because reality is opposed to the spiritual. 

Thus the use of elementary fomlS is logically accounted fo r. 

These fonns being abstract, we find ourselves in the prcsence of 

an abstract arl.30 

The painting below with its plain o f pure white characteri zed by solid blocks of basic 

colours signi fies the retum to the true spirit o f exis tence underlying, external reality. 

This is in spi te of the intersecting hori zontal and vertical black lines that are 

J' Gardner, I-Ielen, Art Through the Agcs ,7110 edition. rev. Horst de la Croix and Richard Tans.:y ( New 
York: Hancollrt Brace Jovanovich, 1980) 824, 

Jo Mondrian's quote. Quoted by Hilton Kramer in "Mondrian and Mystic Lsm: 'My Long S.:arch LS 
Over' , .. New Crite,.i01L Online, bllp:Jlwww.newcrit.:rion.cQ(1vaq;hiveJ I4/:;W!95Ihiiton.htrll 12.8.2002 
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indicative of the discrepancies of human life. Mondrian dissects material reality as he 

Fig.I1 

considered it an inadequate medium of reaching the kind 

of spiri tual transcendence he was aiming at . He 

considered the abstract style he was developing as" 

'the style of the future', as an idea of evolution-the 

evolution of art in the service of the evolution of 

spirit"ll To him elementary fonns held the only 

possible road to spirituality· the true rcalm of spiritua.l 

hannony. He was striving for the unification of broken relations. The objcct of using 

such basic fonns is that since they were not at all modified in any way by the 

perception of the onlooker the artwork would only be perceived as a hannonious 

whole, harmolJY being the main objective of his art . For him his various Compositiolls 

rcnected the dream of a hannonious utopian reality where individualistic 

temperament and concern and the aggression that goes with it, has no place. Begun in 

1917 the De Stijl movement in art, which includes Mondrinn and others such as Thea 

van Docsburg , concenlratcs on a style painting where the artist aims at a envisage a 

universal response towards his creation. It was as if Mondriun was afraid, that 

humanity had lost a common ground of reality on which to identify with each other. 

Whcreas Mondrian concentrated on departure from all material concerns and 

anarchy with the De Stij1 movement the 'Futurists ' were embracing it wholly, 

sometimes with disastrous consequences. When Ford Madox Ford in hi s Return to 

Yesterday (1923) stated, "A Movement in the arts - any Movement - leavens a whole 
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nation with astonishing rapidi ty; its ideas pour through the daily, the weekly and the 

monthly press with the rapidity of water pouring through interstices, until at last they 

reach the Quarterlies and disturb even the Academicians as leep over thei r paper 

baskets ..... 38 it was a recognition of the fuJI potential and power of the medii:1 in 

influencing public judgment which F.T.Marinclti had realised over a decade earl ier. 

Marinelli intended to put thi s power to full use when he publ ished his Th e FOlmdirli 

(lII,1 Manifesto or Futurism ,in the Parisian newspaper Le Figaro in February 20, 

1909 long before any such art was in vogue. After that numerous manifestos of the 

same enterpri se were publ ished by a number of artists defining the nature of their art 

and advocating for the Futurist movement in art and literature. As the ti tle suggests. 

these artists applauded the development of machinery and the integration of science 

and technology into all spheres of human life, strongly acknowledging the fact that 

these inven tions were bringing immense speed to the sluggish daily existence known 

as li fe. Wri ting various manifestos in favour of their movement. these arti sts tried to 

show that they were reaching out to the unrealised possibi lities of art. Marinetti called 

for those who, like him, celebrated the change brought about by technology to "Up 

on the crest of the world, once more we hurl our challenge 10 the stars!,,3!) In calling 

for total freedom of the artist Marinetti rejected al\ bonds of tradition and the past 

with the comment -

What can one find in an old painting beside the embarrassing 

contortions or the artist trying to break the barriers that are 

JI As quoted by Bradbury and McFilriane ," MovemcnLc; Magazines and Manifestos: The Succession 
from Naturalism.:' MOlleI'll/Sill 192. 

J' F. T. Marineni . " 'nlt Foundation of Futurism" ["Manifesto of Futurism," 1909}, tr:lns.Eugen Weber, 
<ht!D;/Iwww .em! t ish. upelUl.rduH cng I ishfEngJ ish I O4lmarincl1i .Iuml> 14.4.2004 
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impassable to his desire to wholly express his dream? .. .To 

admire an old painting is to pour our sensitiveness into a funeral 

urn, instead of throwing it forward by violent casts of creation 

and action. Do you mean thus to waste the best of you in a 

useless admiration of the past that must necessaril y leave you 

exhausted. lessened, trampled?4o 

Art itse lf was becoming more and more 

mechanistic. The machine and motion involved 

with it was what futurists were concerned with. 

Futurist paintings were like a high·speed seri es of 

photographs printed on a single plate. lnstead of a 
(fIS·12j 

single position of a subject they attempted to depict several successive actions 

at the same time. Giacomo Balla' s DYllamism of a Dog 0 11 a Leash (Leash ill 

motiolJ)( 1912)(Fig.12) is all example of such artwork. The futurists aimed at 

speed, loud sounds, gruesomely strong colours devoid of any harmonious 

combination. After commenting that all paint ing before the 19th century was tlte 

arl of s;/ellce Carlo Carra says, 

It is indisputably true that (1) silence is static and sounds, noises 

and smells arc dynamic; (2) sounds, noises and smells are nothing 

but different (onns and intensities of vibration; and (3) any 

succession of sounds, noises and smells impresses on the mind an 

.0 M;arinclIl , ibid. 
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arabesque of foml and color. We must measure th is intensity and 

. h b . , perceive t esc ara csques. 

With rebellion boiling wi th in their souls, the artist seemed to be advocating for an 

appraisal of chaos. Attitudes such as, "War is beaut iful because it enriches a flowering 

meadow with the fi ery orchids of machine guns ... War is beautiful because it creates 

new architecture,' .. 2 were prevalent among them. Beauty was just a word with no 

associative sense of harmony and peace. As Walter Benjamin notes, the self 

alienation of mankind has "reached such a degree that it can experi ence its own 

destruction as an aesthetic pleasure of the first order." J l Ultimately Futurism became 

a synonym for Fascism because of the political leanings of the artists advocating for 

it. The radical change in perspective brought about by Cubism was not enough for 

them. As Cyri l Barret, ment ions in his "Revolut ions in lhe visua l art s" the Futurists 

could not understand why the cubists were not using the technique they developed to 

its fullest potentia l by representing an object in motion, instead of locking it back into 

a sol id composi tion. after showing it in various facets. The futurists expanded on the 

artist ic techniques of the Cubists. Some prominent names in thi s short li ved artistic 

movement nrc Giacomo Balla, Umberto Boccioni , Carlo Cam]" Luigi Russolo, and 

Gino Severini. 

II MCubism MAflCro:mfi;f) Encarta® Encyc/npedin 2000. C 1993· 1999 Microsoft Corporation. 

61 As quoted by. Walter Benjamin "The Work of Art in The Agt: ofMech::lnical Reproduction. "The 
NOrloll Alllh%g)l a/Theory (ld Criticism. cd, Vincent B .Leitch ( New York and London, W. W. 
Norlon &. Co.200!) t 185. 

U BC'njnmin. ibid 11 86. 
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lnfluenced by these Fu turists and also by Picasso, 

French Dadaist Marcel Duchamp (1887·1 968) produced a 

synthesis of the two art schools. Merging Picasso's solid 

angu lar planes and anatomically de fanned human figures with 

the sense o f motion 10 Giacomo Balla's Leash i" moria" 

(1912), Duchamp painted his Nude Desce"di"g a Staircase 
(Fig -Il) 

No:2.( 1 9 1 2)(Fig~ J3). In this painting the absence of the title would make it 

impossible to identi fy the object portrayed. Various shades o f glowing brown arc all 

that is visible. It is only when we read the title that we start to discover a vague human 

figure in the midst of chaos. Other than that we find sharp edges and indiscernible 

geometric forms. It is amazing to note that Duchamp had started with impressionism. 

wen t on to fauvism . briefly adopted cubism, and then gave commonplace Objects 

artistic value by displaying them as art . He termed these ' readymades" and then 

moved on to paint a co llection of paintings and display Objects which were LO catch on 

as pop·art, and eventually ended up creating kinetic art. The absurdity of his 

readymades added to art a strange type of humour which in which life was deprived 

of its spiri tual and aesthetic content. For him, art was impermanent tllerefore random 

and based on chance. His art added to the confusion already present in society and his 

intent ion was to make fun of collectors and connoisseurs o f art. 

Duchamp's renegade experiments signified a greater freedom for lhe artist to 

do as he pleased in order to save art from the degradation it had fall en to . The 

intention of the Dadaists, according to Hans Arp was to find ••... an art based on 

fundamentals to cure the madness of the age and a new order of things that would 
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restore the balance between heaven and hell.,..!4 Painters who believed in this view of 

Dadaism are Richter, Janco, Baumann, Arp and Alberto Giacomelli. Dadaism and 

anarchy were identical twi ns unleashed upon the art world. The unl imited freedom in 

art that the Dadaists advocated for, lead to excesses such as putti ng a urinal in an art 

exhib ition and teml ing it as art. With the intention to outrage the public Dadaist 

endeavours made works of art the centre of scandal. Evennmlly interest in such 

advcrse and shocking art subsided and Dadaism would have died out but for Andre 

Breton who was to givc it a rebirth through a positive transformation and thereby 

name it Surrealism. 

Considering these expcrimcllIations in art, one is confronted by the question 

of whether artists were over· reacting (0 the challenges they felt were being powered 

by innovations in modem technology and modem sc ien tific di scoveries. Perhaps we 

are doing the same today when we rep lace actors with computer generated prototypes. 

Then, there was a shift back to reality but this was a reality of a different kind. This 

time il was psychological reality that came into the picture. A modified version of 

Dadaism combined with symbolism developed in painting. Philosophical concerns 

with consciousness were ma.king their way into a.rt. Thus, all surrealists emphasized 

the importance of psychological reality. Like de la Mare' s constant pre-occupation 

with the explorat ions of the rea lms of dreams and rantasy the interest of the 

Surrealists was diverted to an exploration orthc unconscious and the d ream world. 

TIlis powerful European movement started in 1924 when Andre Breton 

publ ished a manifesto fo r it outlining its ambitions. Surreal ism was the positive 

"" Robert Short. "Dada and Surreo lism." Modernism 295. 
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opposite of the strongly pessimistic and negat ive attitude of Dadaism and Futurism. 

Freudian dream theories greatly influenced the Surrealists. The Surrealists based their 

own ideas of art on Freud's idea ofullconscious mOlivations and desires finding outlet 

inspite of repression. A greater knowledge of psychology, human consciousness and 

dream interpretation is needed to grasp the meaning of these art works. Art was 

tu ming back to meaning ,the difference being that it was becomi ng like a kind of code 

of the psyche of the artist or a message of hi s 

world that needed deciphering. More like a 

jigsaw puzzle to be put together piece by piece 

using guesswork to establ ish the proper 

position of the pieces in the developed 

schema. Salvador Doli (I 904-1 989)(Spain), 

~-"""---"--!11111 

Rene Margrilte (1898-1967) (Belgium), Giorgio de Chirico (1888-1978)(Ilaly), Joan 

Miro (I 893-1 983)(Spain), Roberto Malta (191 1- )(Chile) elc. are Ihe famous 

practitioners of this movement. Among the works oflhese surrea list arti sts Dali 's The 

Persistence of Memory (1931)(Fig-14) is probably the most famous surrea li st painting 

based on a dream vision which is incorporated wi th the reali ty that time gives a 

flexib le quality to our dreams. The timepieces hanging limp in the foreground signify 

the incongruity of clock- time in this dreamworld. Time doesn't exist in the way we 

are used to think about it. The painting seems to be a visualisation of Bergson's Essai 

sur les donnees immediares de fa conscience(Time and Free Will)(1889) which seeks 

to justify (he subjective logic of the unconscious mind, (hat openl y establishes a 

breach between the logic involving conscious states of thought and naturalistic 

perceptions of time and space. The unconscious can play tricks on us in the perception 
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of time and space thereby allowing our childhood fantasies and fears to surface, 

puncturing our conscious logical thoughts. The dreamworld of Dali ' s picture portrays 

a sense of optimism. The blue sky re flected in the timepieces signilies a possibility of 

attainable sati sfaction. Time is not yet lost to despair but hope - the olher aspect of 

dreams mentioned by Freud in his theories, remains. Dreams arc messengers in a 

realm of unsati sfied and unexpressed desires. in Slrindberg's preface \0 A Dream 

Play the author describes such manifestation in the realm of dreams. In his playas in 

dreams ... Allything may happen; all things are possible and probable. Time and space 

do not exist: against an un impo rtant background of reality. the imagination spins and 

weaves new patterns; a blend of memories, experi ences, free ideas, absurdit ies, 

improvisalions . ... But a single consciousness holds dominion over them all: that of the 

dreamer,''''s This duplic ity of existence in contrasting physica l and psychologica l 

rcalms agitated the surrealists into an endeavour to penetrate our dreams, creat ing a 

mehing poi nt of the conscious and unconscious. 

The Surrea li sts, in their allempl to evoke psychic responses. deve loped 

techniques such as frottage (nJbbing with graphite over wood or olher grai ned 

substances) and grattage (scrdping the canvas)~~which produced panial images which 

depended on the viewer for psychic completion; and automatic drawing, a 

spontaneous, uncensored recording of chaotic images moment by moment impinge on 

the consciousness of the artist. Then there was the act of letting paint run freely upon 

the canvas and then displaying it after slight modificat ion and revision. The artist 

would thereby manipulate interest by analysing a chance condition and converting it 

~ s As quolcd by James McFarlane. "The Mind of Modcmisrn." /tr/ot/ernism 8S . 
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to a purveyor of intrinsic suggestion, hence creating a novelty of experience. This 

idea of the limitless possibi li ty of experience is what James in his essay Art of Fiction 

(1884) meant when he referred to experience as an " immense sensibility, a kind of 

huge sp idcr.web, of thc finest sil ken threads, sllspending in the chamber of 

consciousness and catching cvery air borne particle in its tissue .. .4(; 

The discussion o f the development of art from the reali st standpoint of 

Courbet' s Reali sm to the spiritual standpoint of Mondrian's Neoplasticism and 

eventual development in to a psychological standpoint in Oali's Surreali sm with all the 

force and vitality of the various experimentat ions in between goes to show that the 

road to and through Modernism contains a medley o f philosophies, perspec tives, 

innovat ions, and cuhural overbearings. Despite all the di scuss ion about Modernism 

we still have not been ab le to ascertain a decisive blend of characteristics with which 

to immediately identify modernism. The journey of the world of painters towards a 

modem vision of art has not been a lone quest. Literature and other disciplines have 

gone hand in hand towards this new era in arti sti c expression. Inspite of the 

difference in medi um between painters and writers thei r ideas have intertwined to 

create the modem sensibi lity. When Flaubert said, '" am Emma Sovary" he 

introduced the true spirit of arti stic development. To cre(lfe one has to be· One has to 

feel, to sense, to go through all experience that is required for a successrul creation. Ln 

a sense one has to have the capabil ity of assuming multiple personalities but not to the 

extent that they impend on the art ist himself. An artist needs to have the ability to 

conquer and restructure on the basis of the associat ion of ideas in terms of the 

~o Henry James. An of Ficlion( t884), The Norton Auth%gy of Theory (ul Cnticism . cd .• Vincenl O. 
Leitch (New York and London. W. W. Nonon & Co.200 t) 860. 
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consciousness hc becomes. It is likc taking a palm full of water from a stream. hoping 

to contain all, there always seems to bc that little drop that slips through your fingers. 

It is the inclusion of that little drop of the unknown that completes the whole. It is that 

escaped drop of experience that arti sts in the modem age are searching for. We have 

seen dabs of unmixed colour directly applied to the canvas, short violent brushstrokes 

holding on to bursts of emotion, intense and strong colours expressing emotion, 

human figures become geometric fonns, flat surfaced depictions of cubes become 

significant art ist ic works. and dreamworlds ev incing a psychological reality of thcir 

own. These are but a few of the experiments we come across in the modem world. 

The 'dissociation of sensibility' is essential to artists so that they can at the same time 

be and yet 1101 be what they create. They have to gather a richness o f experience and 

transmogrify the sensations into a wholeness of intellectual and artistic being. At the 

same time they have to be able at once to identify the fragments for what they are and 

again bc able to ascertain their position in the whole aspect of existence with the 

addition of an acceptance of all possible relations in space and time. The discussion 

above reveals one thing clearly - the modem age was full of di verse concepts creating 

a whole range of possibilities from which the narrative technique known as the stream 

of consciousness was to fl ow naturally. 
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Chaplcr-2 

From Psychology 10 Litera ture 

A nd 

Literary C rilicism 

If the labours of the man of sc ience shou ld ever create any material 

revo lution, direc t or indirect, in our condition, and in lhe impressions 

wh ich we habitually receive, the poet will s leep no more than at 

present ; he will be ready to follow the s teps of the man ofsciencc. l1ot 

o nl y in those general and indirect effects, but he will be at his s ide, 

carrying sensation into the midst o f tile objects of science itse lf.~7 

The ex perimental nature of the artistic movements of the l110demist age, along 

with the growing interest in psychology paved Ihe way for the development of the 

stream of consciousness techn ique as a li terary techn ique. Psychology. in the last 

years of the nineteenth centu ry and the beginning of the twentieth, was regarded as 

primaril y the study of llle mind. The interest in the work ings or the mind gave rise 10 a 

special interest in Ihe workings of the artist 's mind invo lved in creation. Interest in 

the human mind thereby became the bridge belween science and lilcralUre - two 

previollsly ap parentl y llllassociated fields. The lerm stream of consciousness was 10 

act as a strong linking principle; other tenl1S of clinical psycho logy s lich as 

,- Wlth:ltn Wordsworth, "Preface to Ih~ Lyn cnl Ballads, ,. m ElIgh)h 0 111((11 7i.,lt:, 16'· Cellturv (() 
1(j~ Cl'fllllI}'. ecis. Enright & Ems! De Chicker3 ( O(,]h1: Oxford Univ. Press. 1962) 175. 
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association. consciousness, sensatIon, psychoana lys is, symbols wcrC to become 

recurrentl y used terms and concepts in both the fields of liter:Hure <lnd psyc hology. In 

the course of our discuss ion . (1) we will try to understand what Will iam James 

mcant by the tenn stream of consciousness; (2) analyse the concept o f time wi thin the 

realm of conscioLlsness; (3) consider the imponance of the theories of Freud and 

Jung within Ihe stream of consc iousness and (4) consider how, through the lise of this 

technique psychological concepts hecame important ' in literary discussion resu lting in 

a new aestheti c and critical approach. 

Nat ure of the St rea m of Consc iousness 

The ICntl stream of consciousness was first 

used by William James in his Principles 0/ 

Psychology (1890) in which he developed hi s idea 

ofeonsciousness : 
( Fog-IS) 

onsciousness, then, does not appear to itse lf chopped up in bits. 

Such words as 'chain ' or ' train ' do nor describe il filly .. ,. It is 

nOlhingjointed ; it nows. A 'river' o r a 'stream' are the metaphors 

by which it is most nalurally desc ribed . In talking or it hereafter, 

let us call it the stream of thought, o f consciollsness, of 

subjecti ve life:*! 

.. WIlliam James, " The Stream orl'houg.ht:· C nap.lX. Tlte Principfe.r a/Psychology, 1890.5,8.2001 

him .i/psvchclo.sslc5. vQrku .c3.lJamci''Pnru: 1I,IM nn9,hlm 
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In this famolLs statement James expresses the view that the 

Consciousness is like a stream thai has the power 10 disso lve and combine 

c\tcmal impressions with imenlal thoughts. thereby fomling an uni nterrupted 

continuum which travels a rugged but continuolls path. According to James. 

consciousness is not an accumulation of unconnected objec ts. The transition 

Ihal occurs with the experience of any objec t and the idea it fonns is based on 

association. 

The transition between the thought of one object and the thought 

of another is no more a break in that though t lhan a joint in 

bamboo is a break in the wood. It is a part of the consciousness as 

much as the joint is a part of the bamboo . .a9 

The process of thought , therefore, is continuous. Its nuidity comes from the 

in tegration of tile perceived idea or object into the consciousness as a whole. The 

constituents of consciousness, i.e. thoughts, are innuenced by a combination o f 

perceptions, sensc·i mprcssions. clllotions etc, which arc in themse lves gathcrcd 

ns a cont inllolls process and therefore act upon and minglc with olle another as if 

in a fluid entity. As each ncw componcnt enters the thought stream it assoc iates 

with previous ideas or cmotions and modifies it accordingly, In support of the 

improbability of the "constitution of consciousness" as being like" that of bead~ 

like sensations and images, all separatc", William James quotes James Mill -

.9 James, Ibid 
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[ If Consciollsness was composed of separate and bead·likc 

sensations] .. , we never could have any knowledge except that of 

the presen t instant. The moment each of our sensations ceased it 

would be gone forever; and we should be as if we had never 

been .... We should be wholly incapable of acqumng 

experi ence ... ,momentary states would be our whole being. 50 

The st ream of consciousness has a strange simila rity to the epic as if each slream 

of consciousness is an epic ofille human mind. Each new object or idea is like 

an episode or digression which is well knit into the wholc and is onc of the 

characterist ics that make it what it is. The same image or object is addressed 

differently each time il is mentioned, For example. in the epic Beowulf the sea 

is the 'swan's road', ' whale road ' etc. in accordance with the response it is 

meant 10 evoke. The same object. thereby, raises different connotations. In the 

same way. in the stream of consciousness. the samc object does nOI stimulate a 

similar response each time it is encountered. 

Experience is re·moulding LIS every momcnt , and our mental 

reaction on every given thing is really a resultant of our 

expericnce of the whole world up 10 that date,S] 

Whenever we come across something, be it idea or object , our mind instantaneously 

connects it to some former experience as well as taking the present into consideration. 

Thus, the experience related to Ihal object dilTers accordingl y, 

,,) J:uncs. 1b1d. 

S! Jallles. 1bld 
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l ie temlS the s tream o f consc iOLi sness as the s tream of"subjecti ve life"'. Th is IS 

ex tremely signifi cant in that each individual 's s tream o f consc iousness is developed 

upon hislher own pereeptlon o f life, For example, a child woul d not have the stream 

of conscio ll sness of a scholar for the very f'lCI that Their life ex peri ences are quite 

di fferent The consciousness, then, is subject to 'selective emphasis', which controls 

our ex perience so that the same event or situation evokes a di fferent respo nse from 

each indiv idual. The personality o f the perceiving ind iv idual would mould the 

respo nse. Fo r example, fi ve different people may watch a movie and emphasize five 

different scenes as be ing most meaningful. Regarding the selective emphasis o f Ollr 

consc iOLi sness. William James writes. 

In a world of objects thus ind ividual ised by OUI' mind 's selective 

industry. what is caned our 'experi ence' is almost ent irel y 

detcnnincd by o ur hab its o f attention . ... Lct fo ur men make a tour 

in Europe. One wil! bring home only picturesque impressions-

costumes and co lours, parks and views ... 1'0 another all th is will 

be non-ex istent , distances and prices . . . will take their place. A 

third will give a rich account o f theatres. rcstaurants . . . \vhilst the 

fo urth will perhaps have been so wrapped in hi s own subjeclive 

broodi ngs as to be ab le to tell lillIe mo re than a few names o f 

1 " p aces ... , 

----- - - --

S! Ja mes. IbId. 
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TIlis individual selection of external objects is due to a continuous process of 

interaction and assoc iat ion and discarding on vario Lis levels with thoughts past , 

prcselll and future. Reali ty itse lf. therefore. turns out to be quite subjective. This 

manipulation of reality through the individual psyche is the subjective componelll of 

perception. Micke Bal says: 

Percept ion depends on so many fac tors that stri ving fo r 

objectivi ty is pointless. To mention only a few factors: one's 

posit ion wi th respect to the perceived object, the fall of the light, 

the distance. the previous knowledge, psychological altitude 

towards the object; all this and more affects the piclllre one fonns 

and passes on to others. 53 

The incidence of the same object arouslIlg different associative va lues can be 

understood by considering the light or mood in which we think of it. The mood ari ses 

fr0111 some association of it or a similar aspect of it in the now of personal experience. 

Monet's Rouen Cathedral series, for exa.mple. shows how the same object arouses 

different sensations when painted in di fferent colours. The Cathedral ilsclf is the samc 

solid archileCtllral construction. the perception of which is inOuenced by the di fferi ng 

colour scheme Which, in tum, raises di fferent associative sensations. 

'! Mlt'ke Bal . Narrmofogy l"I!'(laIlCliollla the Th~QI)' af Nal'r(llh·t'. trans. Christine van Bohceman. 
Cl'oronlO: Lim o f tOronto press. 1995) p.l 00.20.8.2001 
<hnp:i/tlCllni)t.whe:Ho!IJll3.edwwt'arce/MoclernismfFicI IQu/PoinI of View/pwnl Qr \'ICW l1lml> 
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T ime :Ind Consciousness 

The other characteristic of the stream of consciousness is thc transcending of 

lime, Time does not exist with its linear or chronological aspect within the boundaries 

of consciousness. If thoughts werc only to exist on a linear plane then past even ts 

would be insignificant in the present con tcx t. With the introduction o f each new 

object. sensation or experience the thought stream loops back . connects with simi lar 

objects or situations; modifies the whole of perception and relUIllS to the present, 

Regarding such a phenomena , James says that -

These lingerings of old objects. these incomings of new, are the 

gemls o f memory and expectation. the retrospective and the 

prospec tive sense of time. They give that con tinuity 10 

consciollsness without which it could not be called a stream.54 

111e process through which this continuity is achieved is known as associa tion. 

In the case of consciousness this is an extrcmely complex tenn involving 

memory. perccption and dissolution of time. Bergson's concept of psychological 

time 3S opposed to extemal time was finding its equivalent expression in the 

stream of consciousness technique. Each moment tumed out to be a coagulation 

of a thousand associating moments. Henri Bergson (1859- 194 1) a French 

philosopher who himselr got thc Nobel Prize for Literature in 1928 was a great 

influence upon the wri ters' concept of time in thc modem age. His £ssai SlIr la 

donees immeriiates de la conscience(1889) and other such essays disc uss the 

way we experience time. He properly distinguished the difference between Ollr 

H William James. "The Pcn:cption ofTm1C:' Ctmptcr XV, Prine/ph's of Psychulugy. 5. 8.2001 
<blip ; f/DsvchcJi! SSIC'i, YOI'ku cal Ja nw~/rn!lc iDle-slDnl! I 5 ,hI m> 

53 

Dhaka University Institutional Repository 



actual experience of time (psychological time) as intuitively perceived as n 

datum or consciousness and the contrasting measurement of it in temlS of 

'clock-time ' . 

What is now general common sense was then theoretically expressed in his 

work. It is common knowledge now that in a minute of 'clock-timc' we can cover the 

duration of many days in psychological time. Surprisingly enough, for all its aClion, 

Ihc novel Crime and PUllishment covers a timespan of only two weeks though the 

psychological action of the novel makes it seem much longer. Lawrence too regards 

the concept of linear time as an obstnlelion to the freedom of thought and 

imagination: 

OUf idea of time as a cont inuity in an eternal straight line has 

crippled our consciousness crucll y. The pagan conception of time 

as movi ng in cycles is much freer, it allows movement upwards 

and downwards, and allows for a complete change of the state of 

mind. at any moment. One cycle fini shed, we C~tn drop or ri se to 

another level, and be in a new world at once. 55 

With its movement on a psychologica l plane the stream o f consciousness technique 

gave writers a rei case from the fnls trating limits of time and gave their narrutive the 

spatial and temporal freedom 10 roam anywhere at anytime. 

But to use <l1ld understand the stream of consc iousness teChn ique effectivelY 

one had to have a clcar concept ion of the human mind. A clear conception is yet to be 

established since there is sti ll much to investigate within thi s realm. SIil1 , the theories 

H "ApocalypsC'" 1I1 ApQclllyp~e lind Ih", \.'rlllIIgs QII Rew/(llion cd.Mara Kalnll1S (Cul1bndge.l980) 97, 
As 4uo1ed by Anne FCnllhough 111 V 1-1 L(lII'f('II(,( A('Hhl'tin & Idi!Ology (O,,<fon.l' O:<ford Univ. Press) 
176. 
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in circulation at that time especiall y those of Freud and J ung innucnced many of their 

contemporaries. When Woolf and 196 other European artists signed a letter to 

Sigmund Freud (1856- 1939) on his 80th birthday cOllgratu lating him on his position 

and ended the letter acknowledging the fact that hi s ideas were a tremendous 

innuencc on their work it was indeed a tribute to a man who was to shape the 

though ts o f many after him. Freud ' s exploration in the area of arti stic creation and the 

workings of the artist's mind has indeed innllenced wrilers such as Joyce, Woolf, and 

Lawrence. These writers have tried to probe the depths o f the artist's mind and al 

limes their writing has bcen innuenced by and at olher 

times has anti cipated psychological theories. Understanding 

the fannalion of the se lf and clearly ident ify the irrational 

impulses of the human psyche il is essential to grasp the 

full me3Jling of psychological texts and especially those ( Fig-16) 

written in the stream of consciousness techniq ue. A decade pre iOlLsly, on hi s 70th 

binhday he was greeted as the 'disco\'erer oCthe unconscious', he disclaimed the title 

saying 'The pOCIS and philosophers before me di scovered the unconscious. What I 

discovered was the sc ientific method by which the unconscious can be studied .... 11 

Psycho::malysis. is that 'sc ien tilic method' of approach lowards the understanding of 

the unconscious. Psychoanal ys is is, therefore. a process of interpretat ion and thcre is 

no doubt about the itnponance of interpretation in dealing with literature. Whenever 

we write about literalll re we arc involved in some so rt of interpretation in relation to 

the text. Thus we come across another term of psychology which was to enter hand in 

}4 LIonel Trilhng. "Freud and Literature" in l(f~ O~mU/)' Lilerar), ('l'IliclStll' A l?t!fld('r . ed. DaVid 
Lodge (London: Longman. 1972) 276. 
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hand into the realnt or literature along with the stream of consciousness, namely 

psycho-analys is in the form of psychoanalytic criticism. Psychoanalysis brought with 

il an attempl to understand the artist's mind at wo rk and discover the secret of 

artistic creation - a secret which Freud adlllits to being unable to penetrate as he refers 

to it as the 'inncmlost secret' in Crearive Writers and O(ly-dreallling, Freud has 

indeed brough t greater insight into the workings or tile human mind and hi s interest in 

artists has paved the way [or the artistic emergence of psychological novels. 

The stream of consciousness tcchnique is a means for the author to reach into 

the psyche and spread it out. as it were, for all to sec the underl yi ng currents thaI 

trouble our selves, An unquestionable example of thi s can be seen in Dostoevsky's 

Crime Gild PU1Iishmelll in which the stream of consciousness of the protagonist 

Raskolnikov is shown, After committing a murder which defies logic he has 10 fi gh t 

for hi s sanity. Eventually, il is his gui lt thai convicts him. An examination of the 

Iheories of Freud and J ung will give the reader insight 11\10 the contradictory forces at 

work within Ihe human psyche. 

The main link between Freudian psychoanalysis and the stream or 

consciOllsncss is thai both emphasise thc cxplorat ion of the mind. In order to lise the 

stream of consciousness technique one has to have somc conception of Ihe workings 

of the mind, For cxample, frce association is a concept common to both. 

I)sychoanalysis was already being used by Freud's colleague Or.Breuer. Freud 

improved on Brcuer's method by introducing the concept of free association in which 

his patients told him anything thai came to their heads in association with an idea he 

gave them, The stream of consciousness technique <ll so works th ro ugh s uch 

associations , An elaborate example would bc Virginia WooIrs ' • A Mark on thc Wall 
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, ill which her thought stream is triggered on al) associative journey by the visual 

image of n nail. Psychmlllalysis also atlcmpts to understand the mind through Ihe 

interpretation or symbols and the subjecti ve s ignificance of those symbols ror each 

individual. Psychoanalysis is based upon the concept of repression which is a result 

of the struggli ng divisions of the psyche( Id \IS Ego and Superego). Stream of 

consciousness also shows disjointed selvcs which constantly struggle to come to 

lenns with their own unfulfilled wishes and the world around them. The connicl is of 

the selr coming to terms with various sociological, instinctual and psychological 

pressures. Freud 's theories of the psychc (Greek for 'soul') shook the grounds of the 

social cpistcme in which man considered himself greater than other evolu tionary 

animals. by virtue of hi s power of reason. Freud's work attaches grea t importance to 

instinct, regarding instinct as the basic motivat ion o f psychic Ii fe. He showed that the 

reasonable psyche (soul) of was subdivided into parts which were constant ly in 

connict between themselves. He discussed the human psyche ill the following tenllS 

- consciolls ;md unconscious. He then remodelled his ide" giving il a tripartite 

struc ture which involved the ld, Ego and Superego. The ld is cOllccmed wilh instincts, 

passions. and a constant drive to satisfaction (pleasure-principle) which therefore 

deleOl1ines behaviour and beliefs. The Ego, on the other hand, is concerned with thc 

reality-principle which tries to affect a balance between the ld' s strong deSires and the 

reality of the outside world and social expectations. The Ego effects this balance 

through the use of various mechanisms or rep ression. The Superego cvolves after the 

resolution of the Oedipus complex and manifests ilself as a sense of guilt and works 

as a positive rorce or conscience. On the whole, Freud shows the self" or human 
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psyc he to be a disjunctured entity which is constantly struggling to attain unity and 

balance. 

The main aspect that affects a balance amongst the dividcd parts of the psyche 

is the scnsc that there mllst be control over the situation or the psyche regresses into 

bemg schizoid - fragmen ted and confused. Frcud 's famolls cxample of rcpetition-

compulsion in his Beyolld I/Ie Pleasllre PrillcipleJ1 shows how important the 

controlling principle is in coming to tenns with unacceptable si tua tions. Freud cites 

the example of a onc and a half year old boy enjoying a gamc with hi s mother. The 

boy wou ld cont inuously throw a wooden reel out of the edge of his cot and then pull it 

back again by mcans or a string. He great ly enjoyed himselr when thc reel came back 

to him. In a way the boy was de-scnsi tising himselr to the absence or the recl by 

repeatedly exposing himself to the loss. The child enjoys hi mself because he has 

gallled control over hi s loss. Freud believed that psychoanalysis helped his patients to 

comc to temlS with what they had represscd or lost. 

In Freudian psychoanalysis, substitute symbols for thc rcpressed libido 

manifest themselves in dreamwork. Freud 's approach to the interpretation of dreams 

became ex tremely signi ficant in that mctaphoricity, fragmelltation. symbolism, 

association ctc. which were all characteristics of the dream, were also common to the 

stream of consc iousness. Freud 's view in connection to dreams is clear from the 

following statement in his Third Lecture - "Interpretation of dreams is in fact thc via 

regia to the interpretation o rthe unconscious··slI
• Accord ingly hi s influence is acceptcd 

n Fleud. Bt')'um/ the' Pletl.nll'e' Prmclpll'. in Llfenll} Theul}·. An Ant/mlol!) eds. Juhe Rivkin and 
Michael Ryan (Oxford : Otllchcll. 1998) 168-174 

,. h cud . Tlmd LectUlc, The Ongln and Development of Psychoanalysis( 191 0). 5.8 200 1 
<lll..lR.iLJlsycht laSSIes. VOrk\l .ca/Frt;ud/Oriltlll!> 
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by mally. foor example. James McFarlane provides insight into the increased 

illlponance of the dream saying that it was because of the "pervasive shift in thc 

modem 'Wellbild '," that the dream came to bc evaluated in a totall y diITerent way. 

The pub licat ion o f Frcud 's 'Die Trrlllllldellilllfg '(The IlIwrprCUlIioll of Dreams) in 

1899. "gave the respectabil ity of cli nica l proof ' that the popular beli e f abo ut the 

symbolic conlent of dreams needed in order to survive in an age o f science. His 

theories proved that the dreaming mind " in collec ting and ordering the heterogeneous 

and disconnected elements peculiar to it achieved a specia l ki nd of cohcrence, a new 

' logic ' ... 59 

Indeed, as McFarlane asserts, Freud"s The huerprc((l( iolf of Dreams was 

ex tremely significant in building up a deepened insight into dreams. The popular 

ideas surrounding dreams were highlighted in a favo urable sc ientifi c light. Dreams 

were givcn sort of crcdibility in the face of adverse criti cism as mere nights of 

imagination hav ing no solid basis and which wcre not necessarily to be t:lken 

serio ll sly, As Eli zabeth Wrigll1 points out , 

It is Freud' s vigorous exploration of the workings o f these 

ambiguiti es that is of special relevance for thc langllage of the 

arts, and for the act ivities of reading, writing and cri ticislll . All 

the art s deal in illusion and Freud ' s explorat ion of the ntses and 

stratagems of the psyche is of immediate relevance 10 aesthetic 

" James Mc Farlane, .. The Mind () f Modernism". Modt:rlli.wr .A GuidI! It) i::ul'opl!lIIr Llfcnllllrl! 1890· 
1930 cds. r ... la1colm Orndbury and James McFnrlo.ne (London: Penguin. \99 1) 85. 

59 

Dhaka University Institutional Repository 



expenence. at the level of both the medium (the sounds and 

colours of the dream) and its interpret,uion .(,() 

Wright points out that Freud's exploration of the psyche is of 'immediate relevance 

to aesthetic experience' . This is indicative of the power of the psyche \0 combine into 

a meaningfll1 balance the disjointed pans that constitute il. Plato referred to :In as a 

dream for awakened minds and now thanks 10 freud Ihere was a systematic approach 

to somchow link an and dreams. 

Art and dreams were being examined as being objects of equal interest in 

explaining the workings of the mind in general cases of repression of libidinal desires 

and (in the case of the artist) the transfonnation of such into an objective medium of 

universa l aesthetic appeal. Art is an extension of a fam3sy and all dreams and 

fantasies being prevalent for the simple fact of pleasure-as a culmination of 

unsatisfied de-sires, Dreams became mysterious agents of the unconscious realm full 

of ambiguity and deep scated secrets eagerly awaiting fulfillment. On gathering 

inromlution from dre'1!11S and discovering what lies beneath Freud says: 

You must differentiate between the manifest dream· 

content, which we remember in the moming only confusedly. and 

with difficulty clothe in words which seem arb itrnry, and the 

latent dream-thoughts, whose presence in the unconsciolls we 

must assume .... 

C/O Elizabeth Wright. Pl),ciw(JIwlylic CrirfdJm , The(}/')' in Pracrlct!, ( London & New York. Methuen. 
1984) IS 
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You must abstract ent irely from the uppurent connec tion 

of the elements in the mam fest dream and seck for the irruptive 

ideas which arise through free association, bI 

The dream-work as Olelllioned in Freud consists of the fo llowing processes : (I) 

condcnsation (Verdichtung. the omission of parts o f the unconscious material and the 

fusion of several ullcollscious elements into a single entity); (2) displacement 

(Verschiebung. the substitution of an unconsc ious object of desire by one thaI is 

acceptable 10 thc consc ious mind); (3) considerations of rcpresentab ility (Rticksicht 

auf Darstellbarkeit. the way dream thoughts achieve rep resentation in the dream via 

images); ruld (4) secondary revision (Sekundarc Bearbeitung. further distortion of the 

already distorted ideas by the attempt of the consc ious mind to logically arrange the 

symbolic process ,)[WrighI.Abramst2
, Freud saw dreams as a way for human beings 

to cope \\ ith their si tuation, Even traumatic nightmares act as coping mechanisms. 

Though traumatic drcillll s bewildered Freud in the first stages of hi s dream anal ys is he 

later fomlUlated a divergent concept o f the ' death wish' as retaining an antithetical 

pull agilinst the ' pleasure-principlc ' , Freud 's early essays advocate for the ple(lslIre 

principle in all aspects of the human mind inc ludi ng the creation of an. In hi s 

Crear;\'e writers alld Day-dreaming (1908) Freud compares the wo rk of a ""'Titer to 

the play of a child , bo th creating worlds o f their own, build ing platfomls for the 

fulfilment of their fan tasy . 

• 1 I' reud , ThIrd Lccture. The Ongin (HId Del'eiopmenr of PlJ'chomwl)'51~( t910). lblU 

1>: Wnght, 20.2 t a nd M.t I.Abrams, " PsychologIcal and Psychoanalytic Criticism." A Gfos:mr)' oj 
I.lfl!mr)' Ter/lll ' ( Bll llgalnre: Prism Books, \993) 264-265 , 
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Carl lUllg (1875-1961), though" disc iple of 

Freud. moved away from his theories by emphasis ing 

the spiri tual nature of what he called the "collecti ve 

unco nscious". He found clues of archetypal 

( FIgure 17) 
symbolism in human thoughts which he considered to 

arise from the 'collective unconscious' . Freud had 

more influence on literary minds than Carl Jung but for a time his ideas were 

considered sympathetically in aspects of literature. lung's theories seem to be 

the blend ing of sc ience and spirituali ty and provided a sense of unity for lhe 

modem man searching for a sense of meaning and possibi lity of continuation of 

life. This was important for modem man who being deprived of religion was 

0\ creollle by a strange sense of alienation. 

Jung. llluch morc sympathet ic than Frcud towards VIS ionary, 

religious, and even magical traditions, readily endorsed the 

claims or literature to embody knowledge- knowledge of a kind 

p3l1icularl y vi tal to alienated, secularized modern man; and his 

assert ion that • it is his an that explains the artist , not the 

insufficiencies and conn iets of hi s personal life' is obviously 

nearer in spirit to Eliot 's Tradition and Individual Talent than 

Freud' s Creari"e Writers and Du),-dre(mling.lJ ) 

., Carl Jung . .. Psycholugy and Lltrrature," 1(J~ C(f/l lllry U1t'rllfJ Cntid:.'m 1/ r/flId l' /' ed. D:lvid Lodge 
(London: Longman, (972) 174. 
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His theories of the coflecrive ll11COflSCIOIIS were translated into terms of archetypal 

symbolism in the interpretation of symbols, words and images in human and liler:lry 

language. In Jung's words, 

We mean by collective unconscious, a certain psychic disposition 

shaped by the forces of heredity; from it consc iousness is 

developed .... Mythological themes clothed in modern dress also 

frequently appear. .. . A work of art is a message 10 generations of 

man .. .. This is effected by Ihe collec tive unconscious in that a 

poet, a seer, or a leader IIIIoW5 himself to be gu ided by the 

unexpressed desi re of his times and shows the way by word or 

deed, to the attainment of that which evcryone blindly craves and 

expects. 64 

His insistence on myths playing a historical role in cultural consciousness was an 

aspect of modern thinking ~IS revealed in the search for archetypal images and 

assoc iation to mythical characters such as. Ulysses, Dedaelus. etc. Man seems to be in 

con tradiction with hi s development being in search of a primitive !>c lf in a primitive 

world of myths when society has encroached upon our thoughts and ralionali7cd our 

;(,du-
behaviour. As Michael Bell points out, diverse personalities" FreUd. Mann and 

Lawrence each in thcir own way emphasised the necessity of discovering the 

primitive Illan within the self. The search for stabili ty and a unified world view of 

society led 10 man's interest in myths, in that, myths played an important role in the 

unification of soc iety through accep ted cuhural manifestations of socia l ritual s and 

beliefs. The use of myth in literature could ensure a continul:ll1cc in a phase of 

(II lmJgc. I S3 
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creation. We humans :llways like to th ink o f things in lenns of 'wholeness' inste(ld of 

broken bils and pieces. Even as our mind works every object, e\ery sensation. every 

image. every sound has to be related to something else in onler 10 have full 

signi ficance, There has 10 be a complete order o f things, each step into the future must 

bear an implication greater than the present moment. The stream o f consc iousness is 

therefore, a link not only to the present state of the human consciousness but al so to 

the past. Apparently Jung had the answer to Ihe question of cont inuity. According to 

Abrams, 

Jung regards great literature as, like the myths whose patterns 

recur in diverse cultures. an expression of the archetypes of the 

collec tive unconscious. A great author possesses and provides for 

rC<lders, access to the archetypal images buried in the racial 

memory. and so succeeds in revitalizing aspects of the psyche 

which are essential both to individual self-integration and to the 

mental and emotional well-being of the human racc.65 

Jung differed from Freud in thai , where Freud had limited his ' typica l symbols' 

within the context o r subjec ti vity and contemporary cultural hi slory ; Jung's concept 

of archetypal symbols exceeded prevIous limitations thereby charging the symbols 

wuh un iversal appeal. As observation shows Ihe mythical stories from all over the 

planet have recurring symbols, simi lar storylines, and retain a universal appeal. ThiS 

breaki ng down of geographical and cultural boundaries and unification of the human 

r;lce through an overwhelming sense o f unique bondage is what man should aim for 

0) Abrams. 167. 
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and is actually what he inherently wants- to establish hi s relation to the univers~l l 

mind. According to Jung-

What is essentia l in a work of art is that it should rise rar above the 

realm of personal life and speak from the spi ri t and heart of the poct 

[li tcrary artist] as Tllan to the spirit and heart of mankind. The personal 

aspect is a limitation - even a sin - in the rea lm of art. eM, 

He also frced human act ivi ty fro111 Frcud's all pervas ive cOllcept of sexual ity 

and instead modified thc libido to signify non-sexual energy va lues as 

\lI1derl)~ng motivations fo r human actions. For Jung the libido was not a mere 

manifestation of sexual impulses on the contrary his ideas suggest that 

'primitive instincts' remain deep within the self as the trans fonnation into a 

desexual ized lib ido occurs in a no man's zone where subject ive and objective 

interests mingle to develop an image cOllveying signi fi cance on a universa l 

level. Jung advocates that in order to full y understand a work of all we should-

. .. let the work of an ac t upon us as il acted upon the artist.To 

grasp its meaning. we must allow it to shape us as it once shaped 

him. Then we understand the nalUre of his expcrience. We see 

. .. that he has penetrated to that matrix of life in which all men are 

embedded.()7 

Clearly such views are the embodiment of the struggle towards achiev ing wholeness 

in human existence. As G.H.Bantock says, 

bI> Lodge. 185 . 

.. ' t.odge, 187. 
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. . . the greatest writers. in whose work intellec t W~lS suffused \\'i lh 

emolion and emotion controlled by intelligence. pointed a way to 

' uni ty orheing', psychic wholeness and health ."K 

This lack of unity of belllg was indeed di sconcerting to the human race, which hud 

lost its religion over the ex tent of its own power in manipulating material objects. 

Thus the aim of the usc of psychological and literary criticism based 0 11 Jung's theory 

is to seek and establish hnnnony and unity in the psyche and in the work itself 

I n Liferary C rit icism 

Psychology had already entered the domain of literary critic ism in the early 

decades of the nineteenth century in the fonn of psychologica l criticism. M.H.Abrams 

writes. 

[n the Romantic Peri od we find widely practised all three variants 

of the critical procedures (s till current today) that arC based on the 

) 

assum ption that a wo rk of lit erature is correlated with it s authors 

di stinctive mcntal and emot ional trailS: ( [) re ference to the 

author' s personality in order to explain aJld interpret a li lerary 

work; (2) reference to literary works in order to establi sh. 

biogr~phica ll y the personal ity of the author; and (3) the mode or 

reading a [itcrary work specifically as 3 way of experiencing the 

distinctive subjecti vity or consciollsness or the author.C.') 

~ G II Banlock. "Socia l :md Intellectual background:' Tht, N(,II P('/kllll Guu/(' of Eng"~ h LIIl'rnrl lrt", 

Vol 7. ed Bons Ford ( London· Pengum. 19S3) 53, 

b<l Abrnms, 253, 

66 

Dhaka University Institutional Repository 



The Romantic emphasis gradually shined Ii'om the subjectiv ity of the author ancl 

purging of his/her own emotions in a disguised foml to the di sclission of the readers ' 

response. In the present age.: the commonplace idea about the creative thinker's 

intentions is -

The creative thinker, whether artist, writer or scientist. [s trying 10 

create something " new under the sun," The visua l artist is trying to 

express an idea or cmotional feeling in a way that will have imp::lct on 

viewers; the creative writer is or poet is trying LO do the same fo r 

readers. 70 

In thIS explanation a novel becomes a medium of expression which depends on the 

interaction between the artist and the reader On an aesthetic and psychological level. 

With the introduction of the stream of consciousness technique it was natural that a 

new mode of literary criticism should be needed to judge works written in this 

teChnique and that like the teChnique itself the mode of evaluation should also arise 

from psychology. 

Psychoanalysis became importan t 1Il the deciphering of psychological texts 

using techniques such as stream of consc iollsncss because the human consciousness is 

not bound by {he strict rules of grammar. I usc the word decipher for indeed the 

investigation of consciousness calls for such a tem1- The Consciousness has a 

language of its OW11 which is strongly symbolic , highly adaptive, unlimited by the 

cOllven tions of time and has a personal edge 10 it which evolves into a llTliversal 

pattem. Thus, stream of consciousness texts reveal the character's consciousness 

consisling of fragmentary language, lack of linear construction. d isp lacement of timc. 

10 C'ltn'ord MQrgan. IlIIro rilic/lQrl (0 P.lycholOg) ( New York ' Mcgraw-Hilt. 19R6) 244 
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strong symbolism, mythological implications, apparently random streams of 

association rising from any particular object, thought . or sensory detail. words 

charged with metaphorical significance elc. So the literary critic's job has become 

more like the. psychoanalysIs ' in bringlllg out disguised meaning. According to Lynda 

Scott: 

Psychoanalysis in paJ1icliiar can bc va luable to literature both as a tool 

10 understanding tex ts, and as a metaphor for texIs : sel f-

representational texts become a presentation of oneself in various 

guises. a search for " truth", "answers", and a mcans of achieving 

expl ication and purgation. '1 

This statement advances lhe concept of the strong therapeutic value of writing for the 

writer on one hand and the enlightenment of the reader on the other hand. Science 

had radic:llly changed the conceptual world of modem man. Faith was shauered in 

religion and the self as man fell in to a gyre of uncertainty reg~l rding his own 

existence. Psychoanalysis linked up with literature nOI only as a means to understand 

the human soul bUI also as guiding force to make up for the lost religion by bringing 

back to man - myth and a cu lture of continuity. 

Cril ics of the Freudian strain look for what a literary piece is all about in the 

belief that all literary pieces have with in them- disguised unconsciolls motives which 

control the movement of that literary piece. These underlying motives maybe 

considered in relation to the character and even at limes to the author. These criti cs 

look for pathological condi tions such as the Oedipus complex, Electra complex etc. 

within the text. A criticism of Hamlet in temlS of Lhe Oedipus complex is " well 

JI Lynda Scon. "Wflllng the selr: Selected Works of Dons Lessing." Deep SOll,h \, 2 n2(Wllltct. l996} 
15.9.2002 . <ht![! .J!wv.w. O!:ll!o .;l.c . n?Jt)e;e[!Sou(h/\'o12no2 ' le ssln~ .hlml> 
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known piece of cri ticism done by F'reud ' s disciple I!.;.,mest Jones. Another important 

issue they search for is the psychological conflict at work due to the struggle going on 

amongst id .ego and superego. Dreamwork is also given importance as a fonn of 

repression. An nttempt to ullveil the underlying significance of a symbolic medium 

through rigoroll s analysis of the conten t is what Freud had to offer to literature and 

literary critic ism. Freud. in Delusiolls ami Dreams(1917). refelTed to the symbolism 

of dreams as variant due to the individual psyche, but also acknowledged its typical 

nature which arises from and seems 10 be identical with the symboli sm which tics 

behind our myths and legends. Therefore, hc postulates thai by studying our dreams 

we may find answers 10 the symbolism of myths and legends embedded in our 

culturc. This indic31cs that for him, myths and legends. like dreams. were an 

expression of repressed ideas. Such commentS inspired his student Carl Jung to 

consider myths as clements of psychology which needed 10 be further analysed. 

Jungian crit ics look for the common archetypal symbols in the belief that a11 

human beings cxperience toss in the same way. They seek archaic and mythological 

thought forms which are beyond the confincs of sp.nce and time. Instc;'l(1 of symbols 

bcing explained on a personul plain as in the case of Freud ' s theories. symbols for 

Jungian cri tics are pan of a universal set of symbols contained in legend and myth 

which have been part of the human consciousness since the beginning of lime. 

Northrop Frye in essays such as .. The Archetypes of Literature" has given ill-dcpth 

ana lyses of the archetypal theory. 

Freudian theories have been more influential in literary criticism than Jungian 

theories in the understanding of literary texts. In both Beyond lilt }Jfe(/sure Prillciple 

and Creative Wruers aI/(/ Du)'-Drea1l/IIIg Freud refers to narraling as being done 
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through tile construction of an ego. Julia Kristeva USCs thi s theory against idealist 

notions of the transcendemal ego and maintains that the narrating self is not devoid of 

a body. Instead, the narrating self is an admixture of instinctual pulls and social 

demands. Therefore, the narrating self (speaking subject) is divided not unified. Based 

on Freud's theories, Kri steva refers to the speaking subject as the unifying factor in 

narration. Kristeva also advances on Freud ' s theories by explicating that the narrating 

self is both symbolic (culturally masculine) and scmiotic (cuhurally feminine) . 

Freud's theories c learly had a masculine bent in discussing the psychosexual 

developmcnt ofa child . Though he did propound theories sllch as that of ' peni s envy', 

he could not fu ll y explainlllany aspects of the development. 

Peter Brooks uses Freud ' s concept of the death-wish to consider the 

stmcturing power of a mmutivc. According to Brooks, in a narrat ive 

The sense of a beginning. then, must in some important way be 

detennined by the sense of an ending. We might say that we are able 

to read present Il1Ol11cnts- in literature and. by ex tension, in life- as 

endowed with narrati ve meaning only because we read them ;n 

anticipalion of the slmcturing power of Ihose end ings that will 

retrospectively give them the order and significance ofplot12 

The narrative, therefore. must have some sort of order ; a link Ihat eonnecls it from 

beginning to end and i r • as in modem stream of consciousness novels, there is no plot 

to affecl that order then there must be something else to replace it. This balance is 

1101110 Fellus::! , "r-.'Iodulcs on Brooks: On NtlITaU\'C Desir .... " III/rot/ucun)' Glllt/" to ('I'll/col 
TIr('(JI~'. Purdue U. 10.8.2002 
<http·'- \\WW Durdm;. eduf l!uldc!o rhcorylllalJ;.l!Q IQ~vl lllodllleVI)J otJksdes ITt: .html"', 
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achieved with in the stream of consciousness novel through symbolism and 

association. 

Psychological theories o f the early twentieth century, thereforc, contributed to 

the fomlation of the stream of consciousness techniquc by emphasising the 

importance of the individual psyche. The connici and tensions between the conscio lls 

and the unconscious were to provide writcrs with a situation of intense human drama 

thaI was previously overl ooked. The 'why' behind all human actions became 

import ant and the ' how' behind artisti c creation became a maHer of investigatIOn. 

William James with the undcl'standing of the fl ow of thoughts as a strcam provided 

the writer wi th the notion of a grea ter freedom th rough fluidity and transcendence of 

the limitations of lime. Freud and Jung gave meaning to the confli ct within modem 

man. Writers were to take from psychological dcvelopments of the age the immense 

possibilitic.s of charucleriz:t1i on, interpretation and symbol ic signi ricance which were 

to accompany the strcam of consciousness into literary realms. 
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Chapter-J 

I nt imafions of the Siream Of Consciousness. 

Methods become exhausled; stimuli no longer \vork. New prob lems 

appear and demand new methods. Reality changes; III order to 

represen t it. modes of representation mllst also change.7) 

With advancements in psychology, that emphasized the imporlance of the 

mind in perceiving the world arou nd us, the trad itional techniques of character 

representation started to become untenable and a narrative technique sllch as the 

stream of conscio ll sness technique wou ld be necessary to reveal the subterranean 

thonglns ofa character. 

The phrase 'stream of conseiousness' was taken over by May Si nclair in 1918 

in rev iewing Dorothy Richardson's nove ls and thus became a const ituent of literary 

crit icism. Before its deliberate use in the novels of Dorothy Richardson the stream o f 

consciollsness Ihrived in va rious modified fonlls in the English novel. The long 

soliloquies in Dickens's novels, the various introspective passages In Steme's 

his/riWI Slumdy, some of the language used in the ICllers in Samuel Richardson's 

epistolary nove l Pamela, can bc seen to move towards a modified fonn o f stream of 

consciousness. That is to say whenever a character is involved in a reverie, 

introspect ion or any other mental activity in which the flux of the characters thoughts, 

sense impressions, associati ons etc. are brought upon the page, the text aeccnlUates 

'l B('rlol\ Bn:dll , ·'Agalllsl Lukacs:' 10 Aeslh('ti/.:..\· (wt! PUllllcs.Tr3ns.ecl Ronald Ttlylor. Afler\\lord by 
Frednc J:lmcson (l.oodon:Vcrso, 1980) 82 . 
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itself towards being a fonn of the stream of consciousness technique. Any discussion 

ofa writer's narrat ive technique is incomplete without a proper example from the text. 

I. therefore. have attempted to present the discussions on each author with reference 

from a section of text selected for the purpose of illumination. 

As di scussed in previous chaplers it was the growing interest in psychology 

and the modemistic strain of arti stic experimentation in technique along with a 

phIlosophical interest in the mind and perception that rose above the seemingly 

ex temnl body of reality that brought about such a radical emergence o f the stream of 

consciousness technique in the age of modem ism . For Alain Robbe-Grillet ,"The true 

writer has no thing to say, What counts is the way he says il.,·14 Th is French author 

call s for innovation in technique. Robbe-Grillet himself emerged into the French 

literary scene wi th the nouveau rOl1/a" • ind icati ng a strong break with the traditional 

novels and narrative technique. Henry James holds a similar view in The Art of 

FicI/OII-

Gut (in the novell there will be no intensity at all , and therefore no 

value unless there is freedom to feci and say. The trac ing of a line 10 

be fo llowed, of a tone to be taken , of a form to be filled oul, is a 

limitat ion of lhal frccdo m .... 75 

Here James comments on the limitations of a fixed approach to wri ting a novel. In her 

notab le words in "Modem Fiction", Woolf also rea li7Cs the necessity for a change in 

approach and advocates fo r the freedom of the artist to sclcc t such an approach. She 

-~ Alam Robbe Gnllel, " For a Ne\.\ Novel ," 1(f' Cr'l1 tUl), Lm'rllr)' CrlllC; l.\lIl A Rl'm/t' r ed DavId 
t odge (London' Long.man. 1972) 467. 

~I l1 enry James, "Art of Fiction" NOr/Oil A Iltho /ngy oj A mer/eml Lr/t!f(lIrm'. cds. ROna ld Gottesman et al 
(Ne\". York : W W.l\"oOon & Co , 1979) 486. 
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crucially emphasizes the imponant influence of the ~dvanccs in psycho logy on her 

wri ting 

'" the problcm be fore the novelist a l present , as we suppose it to have 

been in the past. is to contrive means o f being free to set down what he 

chooses. Hc has to ha ve the courage to say that what in terests him is no 

longer "th is" but "that" alone must he cons truct hi s work. For the 

modems " that." the point of illlercst, li es very likely in the dark places 

of psychology." 

Woolrs aspiration was to create something new and to captu re the many aspects or 

hum~n experience. Th is is wh~\t led to her cxperimentation wit h the stream of 

consciousness technique. Up to that point in literary history reali stic depiction or 

sllrrace detai ls was marc imponant than goi ng into the depths o f human 

consciousness. What a character saw or hcard was more imponant than the 

impression of that sight or sound upon the mind, but in the wri tings or modern ist 

authors such as Woolf the focus started to change: 

Then il is 110 1 the actual s ight or sound that matters, bu t the 

reverbemtions that it makes as it travels through our minds. These arC 

often to be found far away, strangely tranSfOnllCd; but it is only by 

ga lhering up and putting together these echoes and rragments that we 

. If' 11 arnve at t le true nature 0 o ur experi ence. 

~ VII gLlli:'l Woolf. "Modern rll::llOu"(1919). zr/~ Cenllll)' LaNar), Cril/('ISm A Remler. cd. D3v,d 
Lodsc ( I.ondon: Longman. 1972) 86. 

Woolf. " IIllp3ssIuncd PIO!>~" Cullt'at(1 El}>lI),l. I. (Londem: Hogonh PrcfoSi. t966) 172. 

74 

Dhaka University Institutional Repository 



These ' reverbt:rations' arc the waves within though ts creatcd as expcnence arC 

collected in the present, connected to thc past and modified to create a new organic 

whole, Fragmented c"en ts combine and coagulate 10 fonn multiple perspectives, 

which provide many points of foclls . This change in perception is formulated by our 

interaction with all lhat life consists of. Psychological rcalism was therefore given 

importance over the realism which cmphasized eXlcmal reality. It is not actually a 

strong break ill tradition , rather a strong modification in tradition, Many writers have 

lIsed these techn iques in one way or another, For instance. Shakespeare's sonnet 

"'.Ike as rhe walles .... " is in itself a wave of thought that has carried through time and 

finds an echo in our life experiences, 

The stream of consciousness narrative teChnique was the culmination of 

various tcchniques in which the writer strove towards showing the rcader the nature of 

a character illstead of telling about it. Percy Lubbock's quo te which says: 'the ar1 of 

fiction does not begin until the novelist thinks of his story as a matter to be ShOWII, to 

be so cxhibitt.:d that it will fell itscW18 is commonly referred to when disclissing how 

modemis! writers thought a narrative should be presented, There was clear difference 

in the way writers started presenting Ihei r work. The telling phase of narration gave 

way 10 thc showing phHse and the stream of consciousness teehniquc enabled the 

writer to show what was going on in thc characters mind, On such a shin in 

presentation Joseph \\farrell Beach comments : 

Authors like Thackeray, or Balzac. say, Or II.G. Wells '" arc always 

telling the reader what happened instead of showing them the scene, 

telling them what to think of the characters rather than letting the 

'~ Percy Lubbock. "TI1C Cr3fl ofFicnon"(I92I) (~'cw York: Viklllg, lCJ57) 62 
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reader j udge for himself or Icuing the characters do the telling about 

olle another. I like to distinguish between Ilovelists that tell and those 

[l ike HclUY Jamcs] that show. " 

The stream ofconseiousness technique ai ms at showing the movement of the mind i.e. 

it is a rendering of the thoughts of a charactcr as external sCll sc-impressions tngger 

thought streams. The intental movement of though t instead of being guided by strict 

logic is driven by associations based on the character's experience of life as creatcd 

fo r him/ her by the author. ThllS, the actual movement of the narrative is from olltside 

in and then back and forth in time as memory unravels secrets in accord:tnce with 

ex tenta! clles. The st ream of consciousness technique is a method o f narrat ion which 

is a development upon the third-person limitcd point of view. It is usually employed 

in the th ird person but the first person li se of1his teclmiquc is also noticed. 

The psychological theories of Freud, Jung and Lacan had shown that the self 

was not a fixed entity. A constam connict was go ing on within the conscio ll s and the 

unconsciolls. This connict arose because o f the pressures of socia l institutions upon 

the psyche. The repressed dcsires of the individual innuenced hisfller actions and 

thoughts. BUI before these theories had come in to circulation, writers had seemingly 

already anticipated the role played by psychological tensions in soc ia l interaction. 

These wri ters were trying to incorporate within thei r writing a view of the human 

mind as full of contrad ictions. Traditional narrati ve techniques overlooked the 

intensi ty o f the tension present in the human mind. Many writers, therefore, slar1ed 

changing their narrative approaches. As a resu lt of such change. the focus of such 

'~ AS quoted by Wayne C. Booth. "Tell in& & Showing," TII'entieth (',:'ntlifY ('1'II(clSfn. The MlJ)or 
SIuINIII!II/.!.' (New Delh i. LIght & LIre. 1976) t70. 
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texts \\as on the ' how' and 'why' situations and objects were perceived as they were 

rather than 'what' was perceived. Memory and introspection becamc important as a 

means of understanding the present through past experiences. A 1110\ e towards the 

stream of consciousness technique is seen in the writings of wri ters such as Fyodor 

Dostoevsky and Marce l Proust. Also, there was the realintion that the femal e 

language and experience of life would differ strongly if released from the demands 

Inid upon il by patriarchal society. Dorothy Richardson, therefore, introduces a 

feminine language the concept of which is later devcloped and lIsed in James Joyee's 

U(l'sses , No writer can lay claim to being the founder of a totally new foml or literary 

technique. It is either a regeneration of a previolls technique in a different culture (for 
~ 

example, the ~aiku in American literature) or a de\'elopment of it in a 

modified fonn. Dostoevsky and Proust, had effectively begun 'showing' thei r readers 

the agitation and mental anguish of their characters instead of ' tell ing' them abollt it. 

Joyce and Woolf improvised upon these techniques of narration and developed the 

stream of consciousness technique to encompass aesthetic. intelieclUal and emotional 

symbolism. Before going, in the following chap ter, mlo an Ill .depth discuss ion of the 

use of this tech nique by Woolf and Joyce a brief di scussion of their predecessors will 

'Issist in the understanding of their writings and show their ski ll in developing the 

[onn. 

Psychological Conflict :md Past Memories 

The Russian novelist Fyodor Dostoycvsky (1821·1881) uscd a fonn o f the 

stream of CO llsciolisness teChnique as ea rly as 1864 in works such as Nores from rhe 
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Undergrol/nd (1864) . Crime (Iml PI/nishment (1866) and The Brothel's Karamarov 

(1879·80), A di scussion of a passage from Dostoevsky's Notes From 'he 

UlUlclgroulld wi ll enable the reader to sec how he uses the technique to bring to light 

the contradictory impulses that motivatc Ihe UM,80 Thc adjective ' underground' 

shows hi s posi tion as a person unfit 10 cope with the pressures of li fe, The word also 

signifies Ihe underlying eurrelHs of thought thaI motivate his actions and reactions to 

the world around him, Extremely sarcastic. the underground Illall is a character full of 

self-contemp t. His childhood experiences have lell scars in his memory, As a result , 

he is afraid of intimacy though he yeams for love. Through this character Dostoevsky 

di ssolves Ihe concept of the Romantic hero and replaces it with that of the anti·hero 

who li ves a puthetic life 0 11 the m:ugins of society. Un like the Romant ic hero who 

rebels against the si tuation Ihe UM broods and becomcs bitter instead of taking a 

definiti \'e course of ac tion, He is the man of thought as opposed to the man of actioll . 

'" facing the wa ll , such gentlemen that is the' direct persons' and 

men of aetion- are genuinely non-plussed. For them a waJl is not an 

evasion. as for us people who think and conscquent ly do nothing.SI 

The UM revea ls the hypocrisy in contemporary society. His thoughts circle around 

thc repression constantly at work in our daily lives. Social development and the 

growth o f civil isation do not necessarily result in us becoming bettcr human beings; 

ralhcr we have become more self-conscious and put up a pretence of being morc 

i<) 'lJM' is uscd hcrc lind hcreaficr to rd~r 10 the protagomst of Dostoevsky's NOIl!sfrom rlu: 
L '1Il1('rgl'oulld 

'I ryodor Dostoevsky. Note,1 fl'f)fII Ille Umlergl'OlIIul. tfans. onSt:lnce Garnett. In Llterat/lre of the 
Westem WorM. Vol. 2. eds. Brian Wilkie lind hmes Hun (New York : Macnullan. 1988) 1170. 
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decent than the other person. The pretence is with the self as with others. and a 

de liberate aVOIdance of unpleasant facts was the order of the day. 

Every man has reminiscences whieh he would not tell to everyone. but 

only to his friends. He has other matters in hi s mind which he wou ld 

not reveal even to his friends. but only to himself, and that in secret. 

BlU there are other things which a man is afraid to tell even 10 hi mself, 

and every decent man has a number o f such things stored away in hi s 

mind. The more decent he is, the greater the number of such th ings in 

hIS mind .... !I! 

It is interesting to look at thc way in which the UM examines his situation. As he 

ponders about reminiscences he reali zes that there are memories that men hide cven 

from themselves, and the morc 'decent ' we arc the more we have to hide. This 

immediately reminds one or Frcud's theory of the repressed - the theory that we 

repress memories that WI.! cannot comc to temlS wi th and are ashamed of. 

Dostoe\,sky' s writings were publ ished long before Freud 's theories eame into the 

social arena. Even so, there are interesting observations and character portrayals in 

Dostoevsky's wri tings which anticipate Freud 's theories. According to Freud, Ihis 

repression occurs because of various psychic fac tors as the ego tri es to fit into 

society. In writings such as "Civilization and its Discontents" he pUI S forth the view 

that the growth and development of human civ ili lation breeds di scontent and 

unhappincss . The UM is such a character whose bil1cmess is aga inst himself and the 

society around him, 

t) Wilkie & JIlin. 11 87. 
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This character also seems to realize that if his thoughts were consciously 

org:mi/ed into a specific forlll , they could be someho\\ manipulated to suit his 

purpose. This is an appeal for uninhibited expression. 

I don't wish to be hampered by Hlly restrictions In the compilation of my 

notes. I shall not attempt any system or method. I wi 11 jot things down 

as I remember them.u 

The effort is to givc the reader a glimpse of events cxactly as the UM remembers 

them. without manipulating them through a soc ial or literary filter. His perspect ive of 

things in many cases differs from that of the reader's, who has already reali zed that 

the UM is a bitterly critica l and egocentric man. The reader, therefore, fonns his/her 

own "ic\1,IS of the actual circumstances and of the UM 's character without authorial 

intervention. This is a tremendous step towards objectivi ty in the narrative. 

The therapeutic nature of writing is emphas ised as the UM analyses his need 

to c~press himself : 

yet it IS more imposing on paper. There is something marc 

impressive in it; I shull be better ab le to criticise myself and improve 

my style. Besides, I shall perhaps obtain actua l relief from wriling. 

Today, for instance, I am particularly oppressed by one memory of a 

distant pasl. Il came back vividly to my mind a few days ago. and has 

remained haunting me like an annoying tune that one cannot get rid of. 

And yel I must get rid of it somehow. I have hundreds of such 

reminiscences; but at times some one stands Ollt from the hundred and 

H Wltkle &. Ilurt. 1187. 
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oppresses me:. For some reason I believe that if I write it down' should 

get rid of it. jlJ 

He recognises the need to get rid of those thoughts and memories that haunt him, and 

thinks the solution to his problem lies in writing them down . lIowever, he is unclear 

abou t the therapeutic values o f wri tin g. It seems that there is an overwhelm ing need to 

relieve the mind of troublesome memori es. The UM somehow points out the irony 

that in this world where we are too "decen t" to express ourselves rreel y, writing is a 

means to free expression which reveals the self not only to others, but to the person 

himself. Such views that revea l the necessi ty o f purging adverse emotions later find 

Introduction in the sc ientific arena th rough the psychologica l theories that came to 

light in the early half o f the twen tieth century. 

The conflicting levels of human personality are more vividly inspected in 

Dostoeycvsky"s Crime and Pllnishme"t. This novel reveals the more sublerranean 

aspects of the human psyche. A charac ter could bc good yet do something bad. and 

would be perfectl y able to j ustiry hi s deed. Raskolnikov is the cen tral character in 

Crime {lml Plll/ishmellf. He commits a horrendous crime when he murders ;111 o ld 

pawn broker. It is indeed strange that he should jeopardize hi s future in such a way. 

R:.tskolnikov is portr;tyed as a boy who is very close to hi s mother, as a brother who 

cares a 101 about hi s sister and as a student who cares a lot abo ul his rU lure. His poor 

mother provi ll cs the best she can for her son 's education and he feels a strong moral 

obligmion to his family. 1\ seems strange thaI in a moment he should destroy all Ihal 

he had going for him. BlII the reader is made to rea li se that it is an urge to fulfil his 

H~ WIlkie & lIurt. 1188, 
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moral obligation to hi s family thm makes Raskolnikov act on the impulse of the 

moment: 

BUI I know she WQuid ralher be a nigger on a plantation ... than 

degrade her soul. and her Illoral dignity, by binding herself for 

ever to a mall whom she docs not respect and with whom she has 

nothing in cOlllmon • . . , Why is she consen ting then? What's the 

point of it? What's the answer? .. . for her brother, for her mother. 

she will sell herself! In such cases •• we overcome our moral 

reeling if necessary', freedom, peace, conscience even, all. all. 

nre brought inlO the market. Let my life go, ifonly my dear ones 

may be happy ! . . ,we can persuade ourselves th,tt it is one's 

duty for a good object ... . . There can be 110 question of love: 

mother writes. And what if there can be no respect either, if on 

the contrary there is aversion, contempt. repulsion , what then? ... 

And what if it's mOre than you call bear afterwards. if you regret 

it? The bitterness, the misery, lhe curses, lhe te.Lrs hidden from 

all the world . .. , I won't have your sacrifice. Dounia, i won't 

I . h' " lave It , mot er .... 

Raskolnikov is in angui sh. The realizat ion that his sister was sacrificing herself for 

him by entering a loveless marriage was too much for him to accept. Dounia was 

sacrificing her own happiness to ensure that he got a proper education and a 

rcspecwblc job. He dissec ted his mOlher's leller and reaii l:ed that his mother and sister 

were depriving themselves because they loved him and cared about him morC than 

" Dostocvsky. Crill/I! a"d Pllmsllmem. trans C:onst<lncc GarneU (London: Four Squ3tC's. 1958) 4243. 
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themselves. These thought s reveal how much his family means 10 Raskolnikov; and 

hi s respect for hi s sister who would nOI ·'degrade her sou l" for anythi ng but him. 

Raskolnikov is nn inh.:rcslingly complex chanlCter who in a moment sacrifices 

hi s ruture fo r hi s family but cannot come to terms with what he has tlonc. It is nOt the 

jail he fears. it is hi s conscience that has brought him to hi s knees. The punishmen t o f 

the crime was more psychological than physical. He sees malice towards him in every 

phrase, every smile, every eye. He feels hi s gu ilt wherever he goes and whate ver he 

docs , II is someth ing th~lt he cnnnot physically escape. The tomlenl is unbearable to 

the extcm thai he surrenders to the pol ice and confesses hi s guilt tho ugh they have no 

proof against him . 

The mental tension is immense. and Ihe reader is shown lhe though ts that go 

through Raskolnikov 's mind. At limes the rcader feels Kaskolnikov's tonnent. of 

having 10 look conti nuously over hi s shoulde ri and hi s cons\l:UlI fear of the truth being 

d iscovered. And instead of hal ing a killer the reader identifies sympatheti ca ll y with a 

loving brother who makes an error o rjudgcment and acls unwisely. 

The French writer Marcel Proust's (1 871 ·1 922) A /0 rechcrcllc dll remps 

perdu ( 1913- 1927; Eng.Tr:ms : Rememhral/ce o/l1utlgs Pas'. 1922·3 1) is a work in 

seven paris in which he employs an in trospect ive ronn of the stream o r consciollsncss 

technique. TIle novel goes back and rOrlh in time ranging rrom o ne memory 10 

another as they arc triggered by ex lcmal incidenl s. This autobiographica l nove l 

mostly written in the stream-of- consciousness s tyle reveal s Lo the reader the reali ty of 

0-
lhe past as it is felt in the present. Marce l' s experience of eating n madeline cake ... \' ith 

L-

lea brings hack the pust and merges it wi th the present as he rcmembers the same taste 
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which he experienced as a child when his Aunt Leonie used to give him to eat after 

dipping it in her cup of tea. 

No soonCr had the wann liquid. and the crumbs with it. touched 

my palate th:U1 a shudder ran through my wholc body. and I stopped , 

intent upon the extraordinary changes that were taking place. An 

exquisite pleasure had invaded my senses, but individual, detached, 

with no suggestion of its origin ... Whence did it come? What did it 

signify? How could I seize upon and definc il'? ... 

I drink a second mouthful . in which I find nothing more than 

in the first, a th ird, which gives me rather less than the second . 

. the object of my quest. the truth, lies nOl in the cup but 111 

myself. ... 1 put down my cup and examine my own mind. 

, . , the smell and taste of things remain poised a long timc, 

like soul s, read y to remind us, waiting and hoping for their 

moment, amid the ruins of all the rest; and bear unfal tering, in the 

tiny and almost impalpable drop of their essence, the vast 

structure ofrccollection.g(j 

This scene is central ill any discussion of Proust ' s writing, as it represents hi s 

narrative technique. The first passage introduces the change that is effected as soon as 

he tastes the t e~l with the madeleine cake. A long lost memory gradually surfaces and 

before the memory itself is evident a change comes over hi s senses. The reader is 

instantly reminded of Wordsworth 's significant 'spots of time' which make bearable 

I(> r..hrcc l Proust. Swann's Wa)' (Vol. t of Remc.'mbrance of Things Past 1 Tr:lns.C. K. Scott MoncndT.( 
New York. Hen!)' Holt And Company, t922) , TI1C Project Gutenbtrg F.Book ofSw(lIl l/ 'S 11'(/)' 'I11LS file 
W:.lS first posted on March 22, 2003,Dlue tast upd:ltcd: AI>rit 21 . 2003 <tum.:.' www.gutcnbcre ort '> 
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the unpleasantness of daily life by bringing back past memories of happiness. But 

Marcel docs not stop al just being cnwrapped by the feeling and being rejuvenated by 

it His cri tical mind turns inward and tries to analyse why such a feeling is felt - "How 

could I seize upon and define itT Like a sc ientist he repeats the same ac tion to see if 

he gets the same result . Ln th is case the action being sipping hi s tea . He realises that 

the answer is not 10 be found in the object itself rather it is to be found wi thi n himselC 

He discovers that objects, therefore, have signi ficance in accordance with the 

sensations and emotions Ihey evoke within tl persoll . The power of evoking is not 

withi n the object but within the perceiver. Marcel comes \0 the conclusion that the 

mind "creates" the reali ty around it. The passage conti nues with the sudden 

resurfacing of his memory. As he remembers he also observes that many memories 

arC buried underneath the pallor of our experi ence but they do not die off like living 

fonns. These memories exist ever so delicately wlthin the consc iousness only to be 

recalled by a sight. sound or object to which the mind attaches some significance, 

The insigh t into the workings of the mind that Proust's passages provide was really 

revolutionary for his times. The reader is lost within a timeless realm where the 

olltside environmem is shut out in order to contemplate what goes on within . His 

mcmories then transpose the reader's consciOllsness by taking him/her into the past. 

This transition in time occurs quite natura lly as the reader is caught up in the now o f 

thoughts that transcend time. 

As with Richardson, the fi na l portions of Proust's work were published 

posthumously. As a pioneer of lhe modern novel Proust is considered to bc one of the 

authors who have reversed the re lationship of the author to the text. As Michel 
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Foucault( 1926·1984), one of the most mOuentia\ European thinkers and writers of 

the second half of the twentieth century, comments, 

Where the book had Ihe duty of creating immortality, it now <l uains the 

righlto kill , 10 become the murderer of its author. Flaubert. Proust and 

Kafl:a are obvious examples of this rcversal.87 

This implies that creati ve writing asks more of Ihe wri ter than his everyday self, 

thereby eChoing Joyce 's concept of the artist as remain ing invisible and beyond his 

work, sati sfied wi th objectively rendering the narrative. Marcel. like Joyce's Stephen, 

is shown in the process of discovering the demands orhis vocation as an artist. 

Langu:lgcs Of Th e Feminine Cender 

May Sinclair In the Egoist, April 1918 was 10 refcr to Dorothy Richardson's 

(I 734 1957) Pilgrillwgc in the following tcnl1s : 

In th is series there is no drama, no si tuat ion, no set scene. Nothing 

happens. It is just like Ii fe going on and 0 11 neither is there any 

disce rnable beginning or middle or cnd .gl$ 

The vast expanse of Dorothy Richardson 's novel sequcnce (a tota l of twelve volumes) 

the Pilgrimage completed III 1935 is full y written in the st ream of consciousness 

teclmique. The Ilrst of her novels, of this sequence, appeared in 1915 and the las! 

March Mool//ig/II appeared posthumollsly in 1967. She is credited with being Ihe 

pioneer of the stream of consciollsness technique. Virginia Wool f also credi ts her for 

IT .\ .1Ichd Fouc::tU It. "What IS an Author?". Tilt' NQrTOn .. I nllioiUg) of Th('OI)' {/I1l1 CnfinSIII ed .Vlncent 
A I.eltch (New York :lnd Londo,, ' W W Nonon & Company) 1624. 

~II; As quoted by. Melvin J. Fncdman:' The Symbolist :-Jovd: Huysmans 10 MlllnIUX:' Modernism 
'890-1930. ells. Malcolm Bradbury and James McF:lll:lllt' (London PengUIn. 1991) -'56. 
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creat ing the 'psychologica l language of Ihe female gentler' whic h was to differ from 

the male sen tence in that it shou ld be a natural unpunctualcd fl ow of thoughts. 

According to Woolf. the female writer is handicapped in her an in having to adopt a 

male language. In her essay if Room oj Olle 's 0\\11/ Woolf says that tht! langu<lge 

commonly used in writing a novel is a language derived from patriarchal society and 

is. therefore , unsuitable for :t woman to use. In the attempt to find a language free 

from conventional bias French theorists have conceived the teml ecri/tlre femillil/e. 

The teml is derived from Helene Cixous's essay "The Laugh of the Medusa .. SQ and 

refers to a language of loose grammat ical slructure and free play of meanings as 

opposed to authori tarian and controlled language. The notion is further developed by 

Julia Kri stcva in her essay "The ystcl1l and the Speaking Subject:" )(,) Based 0 11 

Lacan's distinction between the Imaginal)' and the Symbolic, Krislcva posits an 

opposition between the two aspects of language i.e, semiotic and symboli c. Kri steva 

holds the vicw lhat the symbolic aspect o f language is associated with authority and 

thereby. repression. Conversely, the semiotic aspect of language is more loose and 

unrest rained by ideologies. ot being restrained by logic and order thi s aspect of 

language holds more possibilities of mc.ming, The symbol ic and semiotic are twO 

aspeels of any given language. II is when the semiotic breaks through the symbolic 

that language becomes more poetic and numerous possibilities emerge from the tex t. 

She sites, amongst others. the texIS o f Joyce which demand from the reader an 

understanding o f how they came into being. [n the case of such lexts, .. reading means 

IQ Helene Cixous. "The L:lUgh of the Medusa," Tlte No r/()tl Allrhology ofTIJt>orv (wd Cri,iCIS/1/ 2039· 
2056. 

<10 Extracts from KrLstcva U1 Th(' l1wo/1 o/CrWciSIII 'A Rem/('r l'd . Ram:.!!! Seldon (Essex: Pearson. 
1988) 238- 241 
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giving up the lexical , syntactic, and semantic operalion of deciphering, and insleCid 

retracing the palh of thei r production.',91 It is, as if, one has to rCturn to the maternal 

instinct of creation and fonn an understanding that looks beyond the limitations of 

social and political Ideologies. 

These ideas seem to be in unison with Richardson's presentation of Miriam 's 

character. All 12 vol umes of the Pilgrmwge arc concerned with the life of Miriam 

Henderson. Through her eyes and through her feelings of joy, disappointment and 

anxiety the world is presented to the reader as a continuous unfolding of thoughts. 

TIle novel rcveals an innocence in the character who is constan tly at odds with the 

various stmctllrcs of society surrounding her. 

When the Illusic ceased Miriam hoped she had not been gazing al the 

window. It rri ghtened and disgusted her to see that all the girls seemed 

to be silting up and ... being bright . . . affected. She could hardly 

believe it. She nushcd with shame. , .. Fast, horrid ... perfect 

strangers . .. it was terriblc . .. it spoilt evcly thing. Sitting up like that 

and grimacing .... " 
The reader moves along with Miriam's though ts. In thi s passage Miriam 's thoughts 

are revealed to thc reader, without obvious authorial intervention. Her strong react ion 

to the gi rls flirting around her is expressed in words such as "horrid", .. grimacing", 

" terrible", "affected", "shamc", "spoilt" elc . These reelings are not expressed in full 

sentences, and appear as fragments of her thoughts. Each word becomes a symbol or 

~, Julin Krislt'v l'i. "Revolullon III Poetic Language. " /./tel'l/I"\' Theun ' All Alllltol0J#,Y. Ed. Julie Rlvkm 
Dnd ~icl\ael Ryan (Ox ford: Blackwell. 1998) 458. 

o)! Dorothy Richardson. "Pomted Roo fs,,"Pilgrimoge . 2362002. rht' lexT of 1111$ ediTion fo llows The 
Knopfedition of 1919. <lutp:/lwv.'W.(;IITenberC.nCTI> 
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an emotion. It is the emot ion that executes the scene. We reali se that Miriam IS not an 

ex trovert ami the present si tuation troubles her to the ex tent that she is di sgusted by il. 

One di sadvantage of Richardson's nove l is that there is nO billding teChnique 

within it. It is a cont inuous unstructured outpouring of sense. imprcss iol1s. Miriam 's 

character graduall y emerges from her thoughts and the impressions that she gathers 

from her surroundings. The surface meaning o f language is made ullstilble by the 

incursions o f the unconscious. The meaning gathered from the tex t is twofold . The 

reader discovers the tcnsion behind each thought. Situations arc at times quite 

differcnt from what they seem. Somehow the reader is left di ssatis fi ed. What seems to 

be missing is cmotional depth or intellectual diversity, factors that we have to wait for 

till Joyce and Woolf bcgin using the stream or consciousness techn ique. The works of 

both Joyce and Woolrwriting are a combination orthe scmio tic and symbolic . Their 

artistic achievement is immense because of the androgynous quality of their art istic 

mind. There is an interesting pass'lge from C iXO ll S, "Sorti es" which can be quoted in 

thi s corllext , Though. in thi s passage. Cixous refers to biscxlwlit y it can also be seen 

to refer to the androgynous mind. 

Writing is tile passageway. the cntrancc. thc exi t. the dwel ling place 

of thc other in me - the other that I am and am not. .. ,that tears me 

<lpart , disturbs me, changes me. who? - a feminine one, a masculine 

one, some? - sevcml , which indeed gives me the desire to know and 

from which all life soars , . .')) 

¥\ t !cleo CII1OUS, "SortIes," In LITerary Thf!fJ /'y All AI/fha/ogy Ed. Juhe Rivklll and tvllchacl RyJJ1 
(O:-:fold: Blackwell, 1998) 583 . 
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The arl istry o f Joyce and Woolfexcels in accept ing that male and female experi ences 

and expressions differ. They attempt to embody each sex separately in their characters 

by cmpathi sing with individual experiences. Cixous al so Slresses tlml . no creati vity 

is possi ble, be it philosophical or poeti c, without the preva lence of the other wi thin 

lhe· · inven ting subject:· 

This also emphasises the necessity of sympathetically understanding the 

presence of the o ther sex. The female language as emphasised in Ihe writings of 

Kristeva. CixQUS and lrigaray is employed errectively by Joyce to represent the stream 

of consc iousness of Molly Bloom. The ideas of a female language therefo re trans late 

into a mediulll of expression to be used by wrilers to show the thought streams of 

female characters as opposed to the male. 

Mulvcys was the first when I was in bed that moming and Mrs. Rubio 

broughl it in with the co ffee she stood there standing when I asked her 

to hand me and I pointing at them I couldn 't think of the word hairpin 

to open it wilh ah horquilla disobliging old thing and it staring her in 

the face with her swi tch of false hair all hcr. 'J~ 

In thesc few lines the reader discovcrs Molly in bed one mornmg as Mrs. Rubio 

brings her co ffee. Molly wan ts to open a pack of Mulveys and points at some hairpins 

to do it with , yet the word· hairpin' escapes her. j 01 being able to understand her 

gesture Mrs. Rubio stands slUring. The lise of ' I' tells us thai il is Molly's stream or 

conscious ness we are dealing with . To show the continuity of the stream of thought 

Joyce has refrained from using punctuation of an y sort. These few lines also show 

how one thought jumps to another· When Mrs.Rubio fail s 10 understand that Molly 

... James Joyce. Ulyss('~ (London: PengullI. 1992) 900 
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needs a hairpin, Molly instantly. in her thoughts, abuses the old woman. Molly's 

irritation is clear [rom her thought that the old woman was' disobliging' and with her 

false hair on she was bound to have a hairpin dangling somewhere. The thought of a 

hairpin. therefore, triggers the association wi th Mrs, Rubio's false hair. The hostility 

and irritation of Moll y towards Mrs.Rubio also leads to such an assoc iation being 

made, 

The author here shows LI S, not only the external affai rs but also the internal 

reaction to those :affairs. We also get an ide-a about how objects, si tuations and 

emotions affect one's thoughts and the associations made in the thought stream. 

Without the presence of punctuation marks to impede the now of the narrative, 

Molly's sense impress ions now over and fill page ancr page of the text. A cont inuous 

registering o f all that accumulates in her mind encompassing a variety of emotions 

that come and go wi th each impression. This is the nuid language of eeri/llre 

feminine. 

It scems that feminis ts are making contradictory statemcnts when they 

advocate for the femalc language yet aga in talk of and rogyny and bisexuali ty, The 

reality o f the matter comes to light as we reali se that their position in favour of 

:mdrogyny or bisexuality is to break down the existing Symbolic Order, As Anne 

Fcrnihough points out. 

For theorists like Kristcva, lrigaray, and Cixous. the main function of 

the Symbolic Order is to uphold patriarchy by keeping the male-female 

distinction intacI, with its privileging of the m,)lc tenn , 1)5 

~s A nile FCl11l hough, D _1I L(JII'fI:'II("(" A('J'tli(,tlh ' (111(/ Ideolugy (Oxford : Oxford UP. 1993) 59, 
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Julia Krislcva lalks abollilhe importance of fragmented lunguage in order to challenge 

the domination of patriarchal society. She says that in a culture whcre speaking 

subjects are considered as "masters of their speech" they retain a "phallic" position 

which contributcs to patriarchy . .. The fragmentation of language in a text calls into 

question the very posture of thi s mastery,"% Richardson's achievcment is immense in 

the context of fcm .. le expression, She introduced the female sentence before there was 

a leml to refer 10 it. She paved the way for the representation of the feminine stream 

of thought. The culmination of which can be seen in Molly Bloom's stream of 

consciousness in Joyce 's Ulysses, 

Richardson 's text shows the inhibitions of 4iriam and her realization that 

society changes us and makes us confonllto sometimes uncalled for situations. 

We have always been in a false position, she pondered. Always lying 

and pretending and keeping lip :.1 show-never daring to tell anybody .. 

, , Did she want 10 tell anybody? To come out into the open and be 

he lped and have things arranged for her and do things like other 

people? No" .. No, ., "Miriam always likes to be different"--

"Society is 110 boon to those not sociable, , ,"Society is no boon to 

those not sociable"--oll her birthday-page in Ellen Sharpe's birthday-

book, Ellen hallCled it to her going upstairs and had chanted the words 

out to Ihe others and smi led her smile, , . she had not asked her to 

write her name ... was it unsociable to dislike so many of the girl s .. , 

Ellen's people were in the Ind ian . . . her thoughts hesitated .. . . Sivvlc 

% Juh:l Knstcv:I." Osc illation betwecn Powcr and Oemal," Ne'll' F"(!llell F(!IIlHlll'/II,\', cds ElamcM;:uks. 
and Isabelle dt' COUnl\TOn (Su.ss t'x : 1-I;lrYCstt'r. 19S0) 165, 
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· . . something gralld··AII the grand girls were ho rrid ... somehow 

mean and sly . . . Sivv le ... Sivvlc_ .. . _Civil! Of cQurse! Civi l 

what'? 97 

ThaI shc is an introvert comes out fro lll her thoughts dwelling on the words· 

"Society is no boon to those not sociable." Yet she also rc.alises that society ca ll s 

on us to sometimes bc what we arc not. She broods on the word "civ il " as if she 

asks hersel f in anguish what civility is all about. It seems that civility for her 

consists in conformity to nom1S. Women arc supposed to be helpless "and be 

helped and have things ammged" for them. The faci that Mi riam does not want 

that. makes her di ffcrcl1l. 
403512 

Miriam groaned. She wns a govemess now. omeone wou ld ask her 

that qucstion. She would ask Pater before he went. ... No. she wo uld 

nol. . . . If only he wou ld answer a question simply. She felt she had a 

right to all the knowledge there was, without fu ss ... oh. wi thout 

fu ss··without fuss and··emotioll. . . Every1hing in the railway 

responded and agreed. Like other people . .. horrib le .... She thought 

of the fathers of gi rl s she knew··thc Poole gi rl s. for instance. they 

were to be "independent" trained and certi fic ated- she envied that·· 

but hcr envy van ished when she remembered how heartily she had 

agreed when Sarah called Ihem "sharp" and "knowing.,,9\1 

Miriam is a woman who supports the idea of the "i ndependent" woman yet is 

instinctively jealous of people who show such independence. he wants to ask Pater 

~, RIChardson. Poltl/e(1 RO{)/5 Ibid 

.. R lchard~OTl .• blt.!. 
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;tbOlLt m:lrTiage yet is stopped because she realises she won't get a straight answer. as 

if society proclaims that as a woman she is nOI entitled to all knowledge. She is 

frust rated at the "fuss" people make about things. She realises that she is somehow 

difrerent from other peoplc and yel she yeams 10 .. be like other people" and she 

blames Pater for" failing" him, as wel l as her by not being able to get on in society. 

She is pulled by twO dirrerent personalities one that likes to be dirrerent and have a 

rigillrul choice in things and the other to be part of the society she livcs in • a pan of 

the community. Lines such as, "they would laugh and tell YOll you looked like a dying 

duck in a thundcrstonn . . , ,,,99 tell the reader that there is humour in the world around 

her yet Miriam misses out on it because she is so selr-consciolls. 

Writers after Richardson remain indebted to her ror lI si ng the technique as 

courageously as she did. She broke the ground for rurther experimentation and 

development of the technique in the English novel. 

The stream or consciousness did not appear in the literary arc-na out of 

nowhere. Artistic experiments based on pcrspective and psychological theories which 

emphasised a clearer understanding of the mind were doing their par1 10 creatc a 

favourab le atmosphere for it. As for narrative technique, writers had already slarted 

the transfonnation towards Objectivity and represcntiltion of the human mind. The 

pressures of society upon the individual psyche. the innuence or childhood 

experiences on behaviour and the role of memory in the perception of the world are 

lopics embodied in the narratives of Dostoevsky and Pro liSt. An acceptance that 

wOlllen should also be properly represented in literature was Jayillg the pJalfornl for 

the androgynous artistic mind advocated for by Woolf and Joyce. In the next chapter, 

00. Rlch:lrdson. ibid. 
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an examination of lhc wrilings of Joyce and Woolf wil l show how far they developed 

Ihc lechniques and ideas of narral io tl which wrilcrs such as Dostoevsky. Proust and 

Richardson had begun using. 
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Chapter-4 

T he Stream of Consciousness :lIld Ih~ Writ ings of J oyce and \Voolf 

Whm the future might bring, Heaven only knew. hange was incessan t, and 

change perhaps would never cease. High batt lements of thought. habits that 

had seemed durable as stone. went down like shadows al the touch of 

another mind und left a naked sky and fresh stars twinkl ing in it. JOO 

Orltlndo 

James Joyce ancl Virginia Woolf me two of the most impon:mt writers in the 

conlext of the stream or consciousness. These wri ters have taken the experiments of 

their predecessors :md improvised on those extensively to bring the stream or 

consciousncss technique to maturi ty. As writers they have gone beyond their own 

gender limitations and fomlU latcd an artistic balance between the two sexes. They 

represent the doubts and concerns of the opposite gender as wel l as that of their own. 

thereby affecting an Objectiv ity which enriches the narrative. The signilicant artistic 

and sC lemilic developments of the twentieth century find cxpression in their wri ting. 

Alongside psychologicnl concepts of the selr and art istic creat ivi ty. the multiple 

perspectives of Cubislll. the subjeclivity of urrc3lism. the automatic writing of 

Dadaism can all be found in their creations. Though their namcs occur together, their 

ideas and techniques are at times quite different frolll each othcr. The multi-

dimensiona l approaches of thc stream of conscio llsness lechnique allow the writer 

unlimited freedom . Woolf and Joyce's treatment o f the technique can be examincd 

100 V1rgm". Woolf. Orl(ll/do A Projltcl GUh:nbcrg of Auslral1a " Book No 0200.331 . 1~1 . I~ d!llon : 
Dale first posted· Apnl 2002 . 2.3.2004 < W\\'w.gutcnbergnel> 
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through looking at the following elements in their writings: (a) objectivity and 

androgyny: (b) multiple perspectives and Ihe demand on the rcadcr~ (c) the fi gure of 

the artist and ideas about artistic creation; (d) epiphany. moments of being and time: 

(c) stylistic features - characterization and use of symbols and (f) experiments with 

Innguage_ 

(a) Objccri vity and Androgyny: 

The occasional intervention of the authorial voice in the foml of comments 

and observations was a well-es tabl ished convent ion in the mid-VictQrian novel. These 

interventions helped in creating a certain textual ideology, and guided readers into 

interpreting and experiencing the text in the manner that the author desired. But the 

recognition of the multi-faceted nature of rea lity, as well as the variable nature of 

phenomena as time, led .. "riters to write in a manner that would bring about the notion 

of uncertainty. rather than tying the text to one point of view or perspective. The 

author, therefore. needs to step back from the role of gu ide and interpreter and remain 

at a distance. The stream of consciousness technique allowed the author to maintain 

sllch a distance. Such a move, while depriving the novel of a moral guiding light, 

allowed for the expression of that which lies buried beneath the surface of reality or 

life; and allows for the expression of suppressed thoughts and feelings that control our 

reaction to the aliter world; and the doubts, conflicts and frustrations that lie j ust 

beyond ollr conscious mind. Authorial approval or otherwise docs not playa role in 

the stream of consciollsness novel. James Joyce says that the author would eventually 

be ' refined out of existence' . Stephen in A Portrait of the Artist (IS a Young Man 

(1916) muses on the role of the artist in the following words: 

97 

Dhaka University Institutional Repository 



The personality of the artist, at first sight 3 cry or a cadence and then a 

Ollid or Oalllbent narrati ve, finally refines itself oul of ex istence, 

impersonalizes itself, so to speak ... the arti st, Ilke the God of creal ion, 

remains withi n or beyond or above his hand iwork , invisib le, refined 

r · . d· f1i . I · Ii ·1 101 out a eXIstence, III I erent, paring liS Inger·nm s. 

However. the intnlsi ol1 of the third·person narrator is still noti ceable in ;J Porfrair. 

where the narrator docs playa guid ing role. steering the reader towards the desired 

judgements. For example, Stephen's reactions to the sermons of Father Arnall (Chap· 

3) are mentally and phys ical ly intense. This intensity is further heightened in Chap-4 

to the ex tent that he melodramatically reco il s to any type of physIcal contact : 

But it was to the mortifi cat ion o f touch that he brought the most 

·d . r' . 1()2 asSI uous ingenUity 0 lIl\'cnll\'cncss. 

Lines slIch as thcse reveal Stephen as an object of irony. and hence guide the readers' 

attitude tow,trds the character. This is undeniably the narrator's voice, even though he 

is not c lcarly ident ified as such. The interjec tion, though crucial in undcrswnding the 

child ishness ofStephen's thoughts, does not occur in a manncr as direct as one would 

find in a novel by Charles Dickens or Chari one Bronte. Hence authorial direction and 

interjec tion , though still present, has been complete ly modified from its Victorian 

predecessors. 

101 Jamcs Joyce. A Por,m" of''' 1,> Ar,i.ff as a YO/wg Man Indian Edition (Nc:w DelhI: $urJeel, 1991 ) 
t 9 ... · 195. Funhef rcterc-nec 10 (Ius text witt be gl vcn as A Portrait 

101 Joyce. A P()rtrtlll 154. 
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Joyce, like Flaubcrt, went on to creating works tha t lotally left out Ihe 

moralislic viewpoints of obtnlsive narrators Joyce had to face the same condemnation 

ancr the publ icalion of Uiysses(1922) as Flaubcrt had to face with lv/adam 

Bo\'01)\ 1857). Flaubert was accused of solic iting in favour of the ideas that the 

adulterous affairs of Madam Bovary stood for. This gross misreilding occurs as the 

text refrained from making any moralistic comments. Ulysses still suffers from this 

kind of accusation. as the explicit sexual references that represent the state of 

consciousness of charac ters s lich as Bloom, suffuse the tex t with the idea of sex. BUI 

Bloom is to be separated from the author. The character that sometimes stands in for 

thc author is Stephen Dcdalus, voicing Joycc's ideas abollt art and the art ist But even 

he is not to be literally taken as the author himself. SubjectivllY is disguised and a 

special type of objecti vity arises in which glimpses o f the author come and go. The 

reader is not smothered in the distinct presence o f the author, ~lI1d neither is the 

participatory freedom of the reader taken away. The biographical elements in 

Stephen' s react ion to art , religion, hi s cOllnlry and hi s family become apparent onl y 

when the reader specifica ll y searches for it. 

The stream of consciousness technique allows the author to depict si tuations 

and consc iousnesses objectively. The narrutor is usually located wi th in the action of 

the fi ction and the viewpoint is of that particular individual. Of course, some amount 

of subjecti vity will remain in the foml o f interwoven autobiographic:'11 elements. But 

these elements are not j ust confined to the facts of a surface reality; they are 

transposed to carry furthcr mcaning that rises above the personal hi story or the author. 

Through WooIr s characters, fo r example. though the writer's ideas may somehow 

come to the fore f'rolH through Li ly, or Rhoda or Bernard , none of them represen t the 
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author. Even if the work can be seen as having therapcutic value for the author' s 

psychological wounds, it wou ld not ObSUll ct or hinder the understanding of the reader 

in <lny way. We know that the stream of consciousness was brought into the literary 

scene from the psychoanalyst's consulting room and with it comes insight into the 

human mind. WooIrs writing of To fhe Ughthollse( 1927) led to a marc acceptable 

and clear understanding of her mother and her relationship with her. In j\lfomel/{s of 

Being she wri tes 

Unt il) was in the rorties - ... the presence of my mother obsessed me. I 

cou ld hear her voice, see her. imagine what she would do or say as I 

weill about my day's dOings.IO
) 

It \\as only after she had written To the I.ighfhollse that she was purged of the 

obsession with her mother. She explains the purgation in the fo llowing tenns -

I suppose that I did for myse lf what psycho-analysts do for thcir 

patients. ) expressed some very long felt and deeply rclt emotion. 

And in cxpress ing it, I explained it and then laid it to rest. LOJ 

Her mother's spirit Imd haunted her whole existence and she was success fully 

exorcised on ly ~lfler she C:llll e to terms with what her reelings. Writing To The 

l.ig/zf/zouse pcrron11ed a kind of purgation that brought about a kind of maturity and 

objectivity that was to per-'ade her subsequent writings. 

Mrs. Ramsay is modelled in many ways on WooJrs mother yet her literary 

appeal as a character is not incomplete if the reader knows nothing or the role of 

Woolrs mother in her life. Mrs Ramsay is the binding element of the family 

101 VirginIa Woo lf, "'tom~ntJ uf Bf'IIIK ( Readlllg: Tntld·Grontlda. 197 ) 93 

I .... Vlrginl:! Woolf, MUIl1 I!III:o. of Or-inK 94 . 
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managing all opposi tes and incongn.itics to aOfct a radi ~U1t balance between all its 

members. This role is true to the character in the fiction. and that woolr creatcd tllis 

charactcr ror a therapcutic purpose is 110t to the point. For woolr fiction and 

psychoanalysis arc knitted together through express ion that has therapeutic value for 

both writer and reader. The author is behind the scenes and though his/her experience 

of li fe is intcrwoven into the text, these elcments are 110t forced upon the reader but so 

subtly interwoven that the reader has to intcntionally di scover thclll. The absence of 

discovery docs not hamper the pleasure of the narrative. 

The Objec ti vity of the stream of consciousness techniquc requires that the 

artist's mind is not restricted to single gender perccption. The mind that creates has to 

create a worldvicw acknowledging the experience of both sexes. Woolf. therefore, 

emphasizes - the "sensibility of a woman merging" with thc "logical sobriety of a 

man". It IS intercsting to quote Woolrs comment in A Room a/One's Oll'n in which 

she ponders over the possib1c differences of the human mind in regards to sex : 

. , . mude me also ask whether there are two sexes in the mind 

corresponding to the two sexes in the body. and whether they also 

require to be united in order to gCI complete sati sfaction and 

happiness? And I went on amatcurishly to sketch a plan of the 

soul so that in each of liS two powers preside, one male. one 

fema le; and in the man 's brain the man predo minates over the 

W0111an, and in tho woman ' s brain the woman predominates over 

the man. The l1onna1 and comfortable state o f being is that when 

the two live in hamlony together. spiritually co-operating. If one 
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is a man, still the woman part of hi s brain must have effcct; and a 

1 I , ' I h . 1 ,0> woman must a so lave mtercourse Will I e man III 1cr. 

What is clear here is that Woolfrully advocates the fusion of the intuitive ability 

of the bmin hi therto associated wi th the fema le sex with the intell ectual aspect of 

the brain hitherto assoc iated with the male sex. The stream of consciousness 

technique allows for such rl fusion. Fcm ini nity and masculi nity blend into a 

comprehensive whole. According to Woolf, literature requires the lISC of both 

sides of the brai n, otherwise it is devoid of " perpetual youth". It is only when 

suggestiveness is at work in a piece of writing that it attains " perpctuallife:' 

What we reali se from this is thai androgyny fo r Woolfwas not a di sso lution of 

the two sexes and a completc merging which would deny identity to any single sex. 

rather it was a symbiotic co-ex is tence which wou ld bene fi t both by reaching a 

sl3ndard o f universality undiscovered by the s ingle sex. Woolfs words refer to the 

characteristic psycho logical d ifferences usuall y associated with masculinity (in tellect. 

logica l thought) and femininity (i ntuition. feelin g, sensitivi ty). Holtby's warning 

seems to app rehend WooJrs observation 

When the individual appropriates universality 

He divides in to Male and Female, and when the 

Male and Female 

Appropriate Individuality they become an Eternal Dealh.I06 

II» Woolf. A Room o/Om: ~ OWII Tilt' Nortun Al1thologJ ofTlu:",)1 uml CrIticiSm . cd. VlIlccnl a .Leltch 
(;,,1( . ..... York and London: W,W.N0I1('1n & Compnny) 1025. 

1M As Quoted by Carotyn lI eLibrun . "\Voolfand Androsyn)'." ('rmenl £.~~{I\'l on Virgll1w Woolf, 1:(1 
MUfTIS Uep (Boslon. G K. Hall & Co , 1985) 73. 
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Wool f articulates a similar fear that the stri ct division of the sexes wou ld result in an 

embodiment of Death itscl C Without intuition, reason would be lireless. and without 

reason, intuition would be or no consequence. A regenerating power in their merging 

combination, the two sexes stand still in their steps if strictly set ap(lrt. Retuming to 

our discussion on the stream of consciollsness it can defin itely be said that the role 

played by the and rogynous aspect of an artist ill the creation o f art becomes clearer 

with the realization that modem techniques such as the stream of consciousness 

embody a fusion of intuition and intellect thus such techniques by thei r so le n3turc 

rcOcct androgyny. In psychologically assuming ano ther iden tity Olle has the freedom 

to cross over the limi ts of sexual orientation - a strong advantage for the artist who 

can accumulate impressions from different pcrspccti ves. Thus Bernard switches from 

one emotion to another, one gender to another, being One being hoth and in constant 

doubt about his true identity - not always knowing which role he was playing Ollt. 

13emard constantly goes through such transi tions, in the course of which he 

somctimes, like Eliot's Tiresias. becomes a spokesperson fo r both sexes. 

Androgynous in c-nti ty; blind yet see ing more than others like a philosopher who sees 

beyond immediate rea lity and senses even more than he sees. 

Woo lf ru rthcr experimented with the theme of androgyny th rough the creation 

of Orlando. Inspired by her friend , Vi ta Sackville·Wesl, Woolr. wrote Orlando: A 

Biography (1 928). This novel rurther dramatises thc transi tion that Bcmard 

undcrgoes as Orlando. the subject of Woolfs novel, psychologica ll y and physica lly 

experiences life as the opposite sex. Orlando has first hand experience of how life is 

for both sexes. After being a man for thirty years he suddcnly becomes a woman. All 
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the pride he had as a man suddenly becomes a joke. As a woman she is now capable 

10 see the raults in men that as a man she had never considered before . 

. . . she was horrified to perceive how Iowan opinion she was fanning 

of the other sex, the manly, to which it had once been her pride to 

belong·· 'To fall from a mast· head', she thought, ' because you see a 

woman's ankles;' 107 

It was now easier for her to censure both sexes eq uully, male and female for she had 

experienced life as both. The farcical behaviour of each gendcr as they played ou t 

their social roles was now quite clear to her . 

. . . she was man; she was woman; she knew the secrets, shared the 

weaknesses of each. (t was a Illost bewildering and whi rligig slale of 

mind to be in. 108 

Orlando cou ld, therefore, appreciate Sasha for her sk ill in skating and boldness in her 

behaviour towa rds men; qualities usually att ributed as unwomanly. She could now 

judge the person not the gender. The abi lity to understand the opposite sex enriched 

her experience of lifc. She had also grown ali t of tile lim itations of her gender and the 

psychological distanc ing that accompanied il. Now she could look at a person as 1\ 

hUI11;m being instead o f cunailing their qualities to meet lip to expected modes of 

behaviour. This is the androgynous sigh t and psychic disposi tion which enables the 

artist 10 creule something lIniversal , something of va lue. 

Our day to day existence leads to the COllstant hoarding of experience from 

stimuli from our surroundings which arc charged with gender distinguishing factors, 

101 Woolf. Odm/do ibid . 

I'~ woolr, Orlandu ,bid . 
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st ill il is possible for the talented artist to somehow rise above these limitations. Men 

and women do indeed experience the samc world difrerently having to face different 

discriminations, different expectati ons, failures lind success stories being defined 

quite diITcrcntly for each, Woolf realizes this difference yet maintains that the artist 

has to be androgynous. Society fonns our gender identity nevertheless, it is indeed 

possible for an artist to assume both identiti es anJ Lhus create both sides or reality. 

She definitely advocates for the androgynous identi ty of tht: artistic soul as she talks 

about Coleridge in the rollowing lenns: 

In each or liS two powers preside, one male one remale . .. Coleridge 

pcrhaps meant this when he said that a great mind is androgynous .. . He 

meant, perhaps, that the androgynous mind is resonant and poro ll s; that 

it transmits emot ion wi thout impediment; that it is naturally 

. II~ creallve .. .. 

In her view. it is necessary, that these two aspects of the creative mind should be able 

to collaborate before any creation is possible. there has to be a "marriage of 

opposites." 110 

Trying to understand the experi ence of a differing personality in the same sex 

is hard enough as it is. let alone tryi ng to flilly perceive the experi ence of the opposi te 

sex. The struggle is not only with the mode of represcntation but also with the arti st's 

own selr-consciousness. The transition is not always sllccessfu l as Bernard somctimes 

is raced with the difficulty ofbecoilling one other than himself -

10'1 Woolf. A Room oIOllc'~ 0\\11 ( London : TmcVGraftoll. 1977) 94, 

110 Woolf. A ROom ()fO 'I(" ~ Own 99 
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Yet it falls Oat it peters oul. I cannot get up steam enough to carry me 

over the transition. My tnle self breaks ofT from my assumed.III 

The artist suffcrs in order to remain out of his creation. The dcmand placed on the 

artist is to remain (me to the characters and si tuations sfhe creates and nOI reveal the 

self lingering as a shadow in their midst. 

The al1ist's mind should be like Eliot 's Ticresias. 1t is important to remember 

that Woolf in opposing the male POi lli of view. docs not advocate so lely for a unique 

female point of view: rather she warned againsllak ing a single gendered perspect ive ­

... it is fatal for anyone who wri tes 10 think of their sex. 11 is fatal to be 

a mall or woman purc and si mple: one musl be woman-manl y or mall­

womanly. It is fatal for a woman to lay the least stress on any 

grievance; to plead even with justice any cause; III any way to speak 

consciously as a woman. And fatal is not a fi gure of speech ; for 

anything written with that consc ious bias is doomed 10 death . III 

While women experi ence the world differently from men, women's writ ings wou ld 

suffer, thinks Woolf, if they wTOte simply from their experi ence o f discrimination and 

deprivation. These wfitings wou ld just become a pictu re o f di sgust and hatred against 

the male sex. Thus Woolfwntes : 

It would be a thousand pities ifwomcn wrote likc men, or lived like 

men. or looked like men. fOf if Iwo sexes are quite inadequate 

considering the vastness and vari ety of the world how should we 

III Woolf. TIl/! WtH't'l (London Gran:ld3. 1977) 53. 

I I! Woolf. II Room oJ 0 ,/(' '.\' 011'1/ 99. 
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manage with one only? Ought not education to bring out and fortify 

the differences rather than the si mi larities ?' u 

Joyce also looks in lo the aspect of androgyny if nOt so ex pl icit ly. Refemng to his 

literary creation 71le Dllblil1ers Joyce writes to his wi fe : 

well t then into the backroom of the orlice and sitting at the 

table, thinking of the book I have wrillen, that child which I have 

carried for years and years in the womb of the imagination as you 

carried in your womb the children you lo ve .. . 11
-4 

This letter, by using the me1:lphor of child -binh, clearly reminds us of the 

androgynous identity of the anist who experiences Ihe act of hinh, perhaps not 

physica ll y but anistically. The metaphoric consc iousness of Stephen (Ulysses) set 

beside the metonymic consciousness of Bloom seems to symbolise Ihe two poles of 

the creative mind. Bloom, too, is shown to be androgynous in hi s behaviour. His 

androgynous altitude is rencctcd in his preparing breakfast for hi s wife as well as 

clearing o f the cmmbs from his wife' s nmlpled sheels. He can empathize with a 

woman in childbinh because of thi s androgynous attitude and in the Circe episode he 

rillltasi J:es about being pregnanl. Though Bloom is no arti st. il is through him thn! 

Joyce shows liS how imponam it is to empathize with the opposite sex in order to 

have a fuller experience or lire. The androgynous aspect orthc anist 's consciousness 

ari ses rrolll the mingling of the intuitive side with the logical side. 

III WooU, If Room ujOl/e'$ OWI/ 84 . 

II ~ Lctl('I'S of J(1I11{'S Jo),ct!. VoLl I, ('ds. Stuart Gilbert and Rich~rd Ellman (London: 1:3hcr & F:.bC'r, 
1957) 308. 
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(b) Mult iple Perspcc tives And T he Delmmd On T hc Reader 

Joyce 's usc of thl; stream of consciousness began with the narrati ve in stories 

such as . Clay' and The Board ing House ' in The Dub/i"ers. Accord ing to Arnold 

KClll e -

Joyce 's purpose in developing th is method is pri marily to enrich 

his object ive evocation o f a total situat ion by adding a new 

dimension, another side to Ihe many sided ness o f complex life" ~ 

Like Cubism, which allows the seeing o r obj ec ts from multiple perspecti ves as we ll as 

a complex whole. the stream or consciousness al so allows for the perception of a 

single incident rrom the viewpoint o f differen t characters. In The BOlln/lIIg H Ollse. for 

example, the possible culmination of a si ngle event (the a ITair between Poll y and 

Mr.Doran) is seen from three perspecti ves: that of Polly 's mother. Poll y and Mr. 

Doran. Thei r st reams o f consc iousness reveal totally difrerent attitudes towards the 

same occurrence, Therefore we get a multifaceted view of a single incidence o r 

seduction. Even though Poll y's mother suspected an affair, she did not interferc, as 

she wanted her daughter to gct married. How she gelS married is of no consequence, 

What if she did scduce a man and trap him into marrying her. She was the bait and the 

mother was 10 set the Imp. Polly 's mother, in a very calculating way, would appeal to 

public sentiment to get her way, her S1ream of consc iousness rc eals that quitc clearl y: 

II.! Arnold Kente. "The Consistency of James Joyce: ' Til t Nell' Pf'I,,'(1n Guule to Engl,sh Ltrera/rll'e. 
cd nons Ford (PengUin Oooks. (983) 385. 
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She had allowed him to li ve beneath her roof, assliming thilt he was a 

man of honour. and he had simply abused her hospitality. lie was 

thirty four or th irty five years o f age. so that you th could not be 

pleaded as hi s excuse; nor could ignorance be hi s excuse si nce he was 

a mnn who h"d seen something of the world. He had simply taken 

advan tage of Polly's yo uth and inexperience : that was evident. The 

question was what reparation would he make? 116 

The onl y reparation in such a case wou ld be for him to marry her daugh ter. Her 

decision is to put on a slrong show of anger and to remark strongly o f the injustice 

and breach o f trust involved in the affair. We do though clearly sense th::lt she is rcady 

10 get her daughter married. As for Mr. Dolan he sees things in a totally di fferellt way. 

The emotions involved in hi s stream of consciousness are regret, anguish for the 

reali zation Ihat he was being had, shame and embarrassment in thinking about his 

reputation etc : 

All his long years of service gone for nothing! All his industry 

and diligcnce thrown away! _._ He had money enough to sellle 

down on ... But the family would look down on hcr. First of all 

there was her disreputable father and then her mOlher' s boarding 

house was beginning to get a certain fame. He had a notion that 

he was being had. He could imagine hi s fri ends talking of lhe 

affair and laughi ng. She wtlS a little vulgar ... . l17 

11. J~mes Joyce ." The Iloard111g lI ouse:' Till' Dllbllll£'I'l .( London:U;l\'Id Campbell Ltd .. 199 1) 70. 

II' Joyce. "The RO:lf(lmg Housc" 72 
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For hilll the incident was not a happy one. l ie had , pcrhaps knowingly. let himself fall 

inlo ~ tr:tp and now there wns 110 escape for him and he would have 10 mUITY Polly. 

Poll y's sl ream of consciousness reveals 3 totally di ffe rent story musing upon a 

prospecti ve IlHlITiage. she loscs sense of place and timc. The example of these three 

streams of consciousness easily shows how this techn ique aids in giving newer 

di mensions to a simple event. 

In If Portrait. where the whole narrative is shown from Stephen'S perspective, 

there is st ill no single point of view in the sense that the narrative follows the 

changing perspectives of Stephen's maturity. From the 'mooeow' 10 the mature art ist, 

there arc several stages of the development or his consciousness and accordingly the 

perspectivc from which things arc shown. 111 Ulysses the perspecti ves of all thrce of 

the major characters (Stephen, Bloom and Molly) arc presented before us. The 

diversi ty or these perspec tives is really ama:ri ng and at times really absurd in their 

emphasis on sexuality and obscssion with the human foml . 

Woolf also improvises on the restriction o f limited perspect ive by provid ing 

the reader wi th a mult ifaceted view of a single objec t or event. This is a development 

of the limi ted third person narrator which turns into the stream of consciousness 

narrator. III 111e WfII 'es we find that a si ngle image is broken into differing 

perspectives expressed through the consciousnesses of the six characters. With each 

consciousness we come across perceptions and experience which make up the world 

of a ce rt ain character. The impossibil ity of being ab le to bring rorth a single 

perspective and render a rel iable unfractured picture or things reminds one of Lily 

Briscoe 's contemplation of penetrating Mrs. Ramsay's character - "One wanted fifty 
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pairs of eyes 10 see with.,, 1I1I The fifty pairs of' eyes each giving a different perspective 

of n single individual. The same notion is revealed in Bemard 's observation ··A 

single nower . .. - 3 whole flower to which every eye brings ils own contnhution.,, '19 

• . C I ' . .. 120 ThiS clearl y echoes Nietzsche's "There are no lacts on y IIlterprelallons. 

emphasi7ing Ihe interaction between the perceiver and thc perceived on variolls 

levels. Perspective was one of Woolrs key concerns at the time when she was 

working on The LlgII/hol/sf!. 

The lise of multiple perspectives puIS a demand on the reader which was 

absent from previous literature. Without strict authorial guidelines there were infini te 

possibilities of interpretat ion and represcnt,uion . Regarding Wool fs lise of the stream 

of consciollsness H. J. M Liller writes ~ 

She differs from Joyce in Ihnt she filters and canalizes the stream of 

consciousness. selecting. di stilling. and then projecting by a very 

personal s tyle a blend of sensations and conscious and subconscious 

that gives a vivid illusion of mental experience without being a literal 

picture of il ; bUI like him she is interested in Ihe endless nux of 

consclollsncss. and presents the ou tside world on ly as rerracted 

I I · III I lroug 1 I\. 

I" Woolf. To The- l..iglob(J lls(' (Bombay: Onenl, 1992) 175. 

I Ie Woolf. The IV/n 'es 85. 

\.'1' Nietzsche. selections from ,. The W]l\lo Power" trans. Walta K"uffmann 311d KJ.l-lo llmgdalc . Tht' 
I'h ('or), o/CriIlC'$n/ A Rcader cd. Raman Seldon ( Sussex' Longman, 1988) 383. 

m I krbcn Muller •.. Virglllll'l Woolf and Femrnine FU: 1I0n" III Cl'llicflf Es,w y:; 0 11 Yirgmm woolf cd. 
Mom s BeJ:! (BoslOn ;,nd MaSS,I('lIusetls: G. K t'1311 & Co, 1985) 30. 

II I 

Dhaka University Institutional Repository 



Her stream of consc iousness is essentially difTeren t from thaI of Joyce, for if Joycc's 

technique places a dcmand on Ihe reader's intellect, WooJrs places a demand on the 

reader's aesthetic sensib ility and understanding of human re lationships. 

The stream of consciousness of Mrs.Ramsay in Woolfs To The Lighthouse 

places an emotional demand upon the reader. The readcr mllst be able to not only 

apprehend the situation but also feci it intensely and sympathetically in order for il 10 

ac hieve ils full effect. Just to understand how much of herself Mrs . Ramsay sac ri fices 

one has to catch the correct now of her thoughts as they express her sa tis faction at 

uniting the family and yet reveal her pain at losing herse lf : 

He was a failure, he repeated. Well , look then, feci then. Flashing her 

needles. glanc ing round aboul her. ou l of the window, into the room, at 

James himself, she assured him. beyond a shadow o f a doubt, by her 

laugh, her poise, her competence ...• that it was real ; the house was full ; 

the garden blowing ..... So boasting of her capac ity 10 surround and 

protect, there was scarcely a shell of herself len fo r her to know hersel f 

by; all was so lavished and spell!. .. 122 

It is as ir she is afraid to look into the truth or things that she refers to herself in the 

third person narrative , She is afraid Ihal if she reveals her sighs, SOll1cho\\ they will 

tum into tempests and destroy her mueh va lued loved ones and the world of security 

she has created for them. The reader is further challenged with Woolfs writi ng in The 

Wm'cs where each of the six consciousnesscs demand attention, each in its own way, 

yel circ ling around human relationships . 

• !! Woolf. Tu rhe Llght/wl/.w' (Oombay: Onenl, 1992) 32. 
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Joyce, 011 the other hand. places an intellectual demand on the reader. In 

Joyce's U (\,!i!i l!!i (he highly allusive stream o f consciousness of Stephen as he walks 

through the strand culls for the intellectual involvement of the reader. Instead of 

having the narrator to rely on for the facts. the render now has 10 rel y on hislher own 

senses to in terpret the scene, Since that 100 is constructed through a combination of 

sensory images, broken sen tences and phrases. fragments of memory, lime distortion, 

rcfcrence to a varied arrny of disciplines and mythical undercurrents it becomes all the 

more difficu lt for the reader to follow the narrative: 

Ineluctable modality of the visible: at least that if no more, thought 

through my eyes. Signatures of all things I am here to re-tld. seaspawn 

and sel\\ rack , Ihe nearing tide, Ihc rusty boat. Snotgreen. blues llver, 

rust : co loured signs. Limits of Ihe diaphane. But he adds: in bodies. 

Then he was aware of thcll1 bodies before ofthclll coloured. How? By 

knocking his sconce against them, su re. Go easy. Bald he was and a 

millionaire. maestro di color clle Stull/D. Limit of the diaphanc in. Why 

in? Diaphane. adiaphane. If you can put your five fingers through it • 

it is a gate, i r not a door. Shut yo ur eyes and see. 

Stephen closed his eyes to hear hi s boots crush cr<lckling wrack and 

shell s. You arc walking through it howsomever. I am. a stride at a time. 

A very shon space of time through very shOr1 times of space .... Ex.lctly: 

and that is the ineluctable modality of lhe audible. Opcn your eyes .. .. 

Am I walking into eterni ty along Sandyrnount strand? Crush, crack. 

crick, crick. Wild sea money. Dominic Deasy kens them a· .... Rllythm 
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begins you see. I hear. A eataleetie tetrameter of iambs marching. I 0 , 

agullop : de/me the ma/'e. 

Open your eyes now. I wi li. One moment Has all vanished since? If I 

open and am forever in the black adiaphane. lJasw ! I will see if I can 

sec. 

See now. There all the lime without you: and ever shall be, world 

. h 1'1' Wit out cnl. 

As the sentences are broken into fragments the pressure is on the reader to complete 

the narrative by reading mcaning into it The very first sentence emphasizes the 

importance of vision in investing thc mind with impressions which are translated into 

associative thoughts. The synaesthesia (confusing of sensory input) involved in thi s 

line (' thought through my eyes') recurs repeated ly thro ughou t the sentencCs to follow 

(,Shut your eyes and sec'). His prescncc consists in the activity of reading the 

'sign<ltures of all things'. It is highly sign ificant thal he should usc the word 

'signature'. Signatures are themselves symbolic in the sense that they stand fo r 

someone's name or, in an cxtended way, for the person whose name they represcn t. 

Slephcn not ices things which are nomlaJly len unnoticed, the symbOl ic stuff the 

colour of rust, colours of decay , change brought about by contact with the 

envi ronment. His conccrll is with lhe change time brings upon th ings. Evcrything is 

stripped 10 its b,lre entity and recol1stnlcted in to a different form . Even colours are 

deprived of thei r common associations instcad of leaf-green and sky-blue we havc 

I)' Joyce. "ProlC~us" UIYSSt'l ( 1922). imroducllon Dcc1an Klberd (London' Pcngultl, 1992) 45. 
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"snotgrccn" and " bluesil vcr", Joyce is trying to break free from the bonds of 

traditional association. He wants the reader \0 think things anew; thus he uses new 

combinations of co lours and also new combinations of wo rds. Sight somehow blinds 

us by bringing prejudice into what we sec. That is wh y Stephen thinks of a man 

detecting the presence o f things by hill ing them with his bald head - physica ll y 

feeling their presence ins tead of perceiving through sight. The man therefore knows 

of their presence before he knows o r their co lours - all because he is literally using his 

sconce, lI e remains unbiased by visual experi ence. lIis imaginatio n has greater space 

to spread its wings. But again the head is hald - il is jusl like Joyce to add a navour o f 

sarcasm. Wilh the word 'diaphane ' he seems 10 be pondering over transparent and 

translucen t objects which apparcntl y cannOI be seen through the eyes but rather thc 

existence o f such objects is through touch and thus he thinks o f closing hi s eyc:s to 

di stinguish between an object being a gate or n door, 

He thcn goes on 10 mention the inescapable reality of sounds, As he wa lks and 

crushes shell s :lIong the shore wi th his eyes closed time and space seem to be 

undefinable and the same. All sounds trans late into a rhythm of iambic tctramcters. 

ll erc we find the same kind o f incidental creation of sound, which oven vhclms and 

emancipates by ex tending the world of awurcncss . Stephen is :lfraid to open hi s eyes 

fcaring that his wa lk which held an etemity of expericnee might have led 10 hi s 

surroundings Changing and possibly disso lving into a black etemi ty. On opening hi s 

eyes he is relieved 10 find all is liS before his world had not di si lllcgratcd into 

nothingness. 
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(e) T he Figure Of The Arlist And Ideas About Artistic Cre~ti o n 

TI1C persona of the writer or arti st appCl:lrS in di fferent fOllns in the tex t. and it 

is important while reading modern ist writing of the stream of conscioll sness style, to 

be able 10 decipher the presence of the writer. Both Woolf and Joyce place before 

thei r readers a notion o f artistic creation through the presence o f a character through 

whom these isslles are explored. In Woolfs novels, wc have Lily Briscoe in To The 

Ughrhollse or Bernard in The Wal'es, and in Joyce's tex ts we have Slephen in A 

Porlrwl as well as in U(.'sses. The nature of arti stic creati vi ty and the demands it 

places upon the arti st arc the issues explored through the stream of consciousnesses 

o fthesc characters. 

Lei liS start with Li ly in To 71le Lighthol/se, who in the process of pai nting, 

tries her best to get beyond the surface o f things and to explore her own percept ions: 

.. .the mass loomed before her; it protruded; she fe lt it pressi ng on her 

eyeballs. Then, as if some juice necessary for the lubrication of her 

facult ies were spontancollsly squirted, she began precarioll sly dipping 

among the blues and umbers, moving her brush hither and thither, but 

it was now heavier and went slower, as if it had fullen in wi th some 

rhythm which was dictated to her. .. by what she saw ... . Certainly she 

was losi ng consc iousness of outer things.124 

The mind has to be set free from the consc iousness o f lhe immediate surroundings. in 

order to reach the core of the aura of perception. Thus, as Lily is painting all other 

th ings gradually fade from her surroundings leaving onl y the sight of Mrs. Ramsay 

I~ ~ Woolf. To Tlu:, Llghllt flld l' 140. 
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si lt ing on the steps of the french window with her son, a vision which she replicates 

with a purple triangle in the middle of her painting. This freeing and disentangling of 

the mind is not easy. The <tr1i st qu ite o flc-Il slnJggles wilh his/her mediu111 . In creating 

rI paint ing Li ly Briscoe searches for something exact, something she felt but could nOI 

express. She finds herse lf grappling with her reaction to her surroundings: 

... it evaded her now when she though t of her picture. Phrases 

came. Visions came. BeautI ful pictures. Beaut ifu l phrases. But 

what she wished to get hold of was that very j ar on the nerves, the 

thi ng itse lf before il has been made anything. Gel that and stan 

afresh; get that and start afresh.1l5 

Lily wanted to understand the appeal of her visions; why a vision or a phrase seemed 

so beaut iful. The aspiration o f the artist is ' to get hold of ... that very jar on the 

nerves'; to represent the underlyi ng appeal of the th ing perceived befo re the mind 

distorts 1\ into someth ing commonplace and famili ar; to apprehend and therefore 

rel ease the pressure that builds on the nerves. The anx iety to understand is intense 

there forc the repetition or Ihe final phra.se 'get that and stal1 afrcsh' . The mother and 

child WtlS beautiful becausc of the triangular bond of love and caring that ex isted 

betwecn them. 

Artisti c creation is li ke an urge that has to be fulfill ed. Paul V'llcry's 

encounter with creati ve inspiration is revealed in the following: 

1 had left my house 10 relax from some tedious picce of work by 

walking and by a consequent change of scene. As I went along the 

street where I li ve, I was suddenl y gripped by a rhyt hm which took 

1a woolr. IbId 171. 
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possession of me and soon gave me the impression of some force 

outside of myself. II wa<; though someonc else werc making usc of my 

/h'illg-machine, Then another rhythm over-took and combined with the 

first , and eenain st range transverse relations were sct up bCI'\'\ecn thesc 

two principles." They combined the movement of my walking Icgs 

and some ki nd ofsong I was Illunnuring . .. ,11(1 

The m1ist becomes a receptor. The sensit ivi ty to the surroundings and the beings that 

occupy that space aCllvcly coalesce in Bcrnard 's instincti ve creativi ty 

Then Mrs , Constable raised the sponge above her head, squeet;ed it , 

and out shot. right. left, all down the spine, arrows of sensati on. m 

Each pore of his being thus becoming a receptor for the sensations nooding him, His 

recept ivi ty makes him a vessel for creative inspiration which would suddenly nood 

him In special ' moments of being', 

Bernard is considered a novelist. Through his interac ti on with the world 

around him he gathers experience like a sponge sucks up water. He claims that as an 

artist he is more sensitive to his surroundings which prov ide him with stimul i. 

But I only come into existence whcn the plumber, or the horse-dealer, 

Or whoever it may be • says something which sets me alight.. .. Thus 

my cha.racter is part made of thc stimulus which other people provide. 

and is not mine. as yours are. 11S 

1;:0 Paul Valery, .. Poetry and Abstract Thought: dancmg and .... -alkmg. -1(/' CCn/ury LiumJlY 
Crlm UIII If Rl'lUit'r, ~d . Da Vid Lodge (London: Longman. 1972) 2.SS 

I! ' Woolf. TIll' 11 (/1'('.\' 162 

I ~~ Wootf. TIl(' II'(I\'('J 89. 

118 

Dhaka University Institutional Repository 



Docs he then talk of the artist \\ ho searches for hI s own identi ty amongst the 

fragments o f characters he creates, se lec ting bits and pieces from the thousands of 

personal ities he comes across? It would seem so. The artist ic mind thus merges with 

its sllrroundings. This is similar to Mrs Ramsay In To rhe IAgilrhollse who onen found 

herself - ' siuing and looking, sitting and looking, with her work in her hands until she 

became Ihe thing she looked at - th3tligh t for example' or becoming a 'wedge shaped 

core of darkness'. An ability to gradually rise above the conscious se lf and become 

something morc. The transi tion is from the self to the <lsslImcd self. 

This brings us to the problem of ident ity of the artist , which is also a strong 

and recurring theme among modernists. The artistic mind the mind that creates - can 

is more comprehensive than the average mind. As the artist Stephen says , many 

pages later 

As we .. . weave and unweave our bodies, Stephen said, from day to 

day, their molecules shuttl ed to and fro. so does the artist weave and 

unweave hi s image ... so through the ghost of the unquiet father the 

image of the unl iv ing son looks fo rth . In the intense instant o f 

imaginat ion, when the mind Shelley says. is a fading coal. that which I 

was is that which I am and that which in possibility I may come to be. 

I li s thoughts find links and meaning in things which on ly he as an al1i st can hold on 

to. while retaining the fervour of the moment and making it immortal hyembedding 

it in the process of creation. The process itse lf requires transit ion from one identity to 

another. 

I!'I Joyce. / :fp'\(' \ 241) 
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_ .. Every hour something new is unburied in the great bran pie. What 

am I ? I ask. This? No. I am that.. . it becomes clear that I am nOl one 

and simple, hut complex and many. Bernard. in public. bubbles; in 

private is sccret ive. That is what they do not understand, for they arc 

now undoubtedly di scuss ing me, saying I escnpc them, urn evasive. 

They do not understand that I have to effect di rrerent transI tions; have 

to cover the entrances and exits o f sever~11 dirrerent men who 

alternately act their pans as Bernard . I am ahnomullly aware of 

circumstances .... This he will attribute to all admiration thaI is not 

minc. That is true. But " joillcd to the sensibility of a woman"C I am 

here quoting my own biographer) " Bernard posscssed the logical 

sobriety of a man:' .... But you understand , ),011. my self. who always 

comes at a call.. .. Underneath and at the moment when I am most 

disparate. I am also integrated. I sympalhi l.c effusivcly~ I also sit like a 

toad in a whole, receiving with perfect co ldness whatever comes. Very 

few o f you who are now di scussing me have the double capacity to 

fee l to reason . ... I also am too complex. In my casc something remams 

n · 1 d I. o,,'mg. unal1ac le .... 

The complex ity of the arti st's identity creates a psychological pressure. This is 

reminiscent of the kind of anxiety and turbulence that Freud was convinced 

constituted the inner life of an individual (chap.2). Bernard correc tly anticipates how 

others react to him Louis and Nevi ll e do indeed consider him 10 be cV<.lsive . But the 

arti st is misunderstood and the modem arti st commonly sees him or herself as 

UO Woolf. The lI'm·C.f 5 1-52. 
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somehow beyond the comprehension of people around them. It is not that he doesn ' t 

care about hi s SUlToundings as others suspect ~ he docs he cares and he hurt s inside 

as a rcsult he evolves in creation thi s ultimately ends in a catharsis which relieves him 

of his burden and then he is there aloof in his own world . His gi n of perception is his 

of source of pain. It is such a process that Herbert Read refers to when he comlllents; 

... psychoanalysis seems to show that the artist is initial1y by tendency 

a neu rot ic, but that in becoming an arti st he as it were escapes the 

ultimate fate of his tendency and through arl finds hi s way back to 

reality. 1J1 

Thus Bernilrd sees I eville and the others as fi sh with their "noses (urned against the 

( idc"~ moving against the true flow of life. He feels he has the ability to comprehend 

situations in an objective manner, without colouring them with his own emotions. 

Bernard 's artistic achievement is to s lIccess ful1 y affect a transition from his self (ego) 

to a greater reali ty, which goes much beyond his own egoistic undcrstaTlding of 

things. 

The artist is a mediator. tn the final chapter of A Por{mi{, Stephen, the artist, 

speaks of the two poles of artistic creation : one that appeals to the intellect and the 

olher 10 sensitivity. Thc anist cmbodies bOlh poles. All opposites come to a balance 

within him. In (he course of his discussion with Lynch , Stephen explains thaI proper 

an should ri se above common physical and psychological reactions of desire or 

loathing. Since such 'uncsthet ic cmotions' arc ' kinetic ' urging a movement either to 

or from thaI piece of art. For him the beauty expressed by the 311ist -' awakens, or 

II I Herber! Read ,"' Psychoanalysis and CnItClsllI," TlI'elllieth Cel/ful)' Crillcism: The "'/(ljor SUII("' lellll 
(New Delhi: Llghl & Life.l976) 426. 
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ought to awaken. or induces. or ought to induce, an estheti c stasis, an ideal pity or an 

ideal terror .... 1.12 He goes on to say of An that it is ' the hun,..., disposition of 

sensible or intelligible matter fo r an esthetic end.' And echoing Keats he states thclt , 

... the true and the beautiful are akin. Truth IS beheld by the intellect 

which is appeased by the most satis fyi ng relations of the intell igible: 

beau ty is beheld by the imagination which is appeased by the most 

sa tis fying relations of the sens ible. The first step in the direction of 

truth is to understand the frame and scope o f thc intcll ect itself. 10 

compre hend the ac t itself of intellcction ... . The first step in the 

direct ion of beauty is to understand the frame and scope of the 

imagination, to comprehend the act itself of estheti c apprchcnslon.IJJ 

Aesthetic beauty is, thcrefore, a combination of the exercise of the intellect and the 

apprehension of bemny. Il is th is view of art that leads the artist in Joyce's novels to 

be chargcd with esoteric knowledge while havi ng the capabili ty to respond to all 

kinds of sense impressions. 

Another role that Joyce. through Stephen, ascribes to the artist is that of priest 

- at once sensib le and sensit ive; "a priest of eternal imagination, transmuting the daily 

bread of ex perience into the radiant body of everliving li rc." IlJ This is opposed to 

Shelley's vicw of the art ist who muses on the Platonic ideal of perfect beauty. 

Joyce's al1isl looks 10 the ' dai ly bread of existcnce' for inspi ration. As the priest 

conveys hope by giv ing mcaning to the chaos of daily life, so the artist sheds light on 

III Joyce, Th(' Porlr(ll 187. 

1,1 Joyce. Ibid 188 

\.I Joyc~, Ibid 200. 
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the human conditi on and helps to underst:md the meaning o f life. Using the creati ve 

facult y the arti st gives ' everl iv ing life' to the commonplace matters of dail y ex istence. 

The art ist fi nds sol itude thruSt upon him/herse lf as :1 by-product of arti sti c 

compatibil ity. Art is a sacrifi ce fo r the modem art ist. Lily Briscoe sacrifi ces her soc ial 

life fo r her art . She is ':111 observer not ~m acti ve partic ipant. She wonders at 

Mrs. Ramsay in her famil y sphere yet refra ins into entering a family bond herse lf. 

Such iso lation milkes her urt a necessi ty and her art makes iso l~lti on necessary. Her 

stream of consc iousness reveals the real ity of her situation: 

Here she was again, she thought. stepping back to look at it, drawn out 

of gossip, Out of li ving, out of comlllunity wilh people into the 

presence o f thi s fomlidable ancient enemy of hers· thi s other thing. thi s 

truth , thi s realil y, which suddenl y laid hands 0 11 her- emerged stark al 

the back of appearances and commanded her attcntion .IJS 

She rea li;-es that th is iso lation is pan of her ex istence. Bm she doesn't completely 

surrender to it. She tries to affect a balance between life and arl and thereby avoid the 

suffocating desperation that iso lation would Ilomlally evoke . Like Joyce's Stephen in 

chap-2 of II Portrait. who successfully ki sses Emma in a poem, an acti on which in 

rea lity he was unable \0 do, Lily's firt ".Ilows her not onl y to escape reality but also to 

compensate for it -

I shall put the tree further III the middle ; then I shall avoid that 

awkward spilce. B6 

.,. Woolf, To Ilr t! Light/11m\(' 236 

I~ Woolf. To 11r(' Light/wl/.w' 128 . 
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Lily adjusls her anislic \'isions 10 fit her purpose and rcJiC\C her from looking on a 

painting which has an awkward space in the middlc. Thc isolalion of her life does not 

necessarily have to re\cal itself in her anwork. Her paintings have bright colours and 

rcprcscJll the strong rhythm of life - a warnuh she realises in hcr an: 

l in the creation of her artl her mind kept throwing up from its depths, 

scenes and names. and suyings, and memanes and ideas. like a 

fo unwin spurl ing over Ihal glaring, hideously difficult whi te space, 

while she modelled it with green and blues .1J7 

The anisuc mind braves life with the art it creates. It is only when all hope of creation 

is lost that the anist feels totally insecure. At the end of The Wal'es Bernard lets his 

notebook fall to the ground as he loses hope of ever writing a novel using the phrases 

he has collected. He is. therefore, grasped by his feeli ng of isolation : 

How much beller is silence; the coffcc-cup, the tah le. How much 

bctter 10 sit by myself like the soli tary sea-bird that opens its wings on 

the stake. Lei me sit here forever with bare things, thi s coffee-cup. 

Ihi s knife, this fork, thmg5 III themselves. myse lf being myself ... I 

would willingly give all my money that you shou ld not disturb me but 

will let I11C sit on and on. silcnl , alone .1J1I 

Apparent ly. he wishes to embrace his loneliness yet it is only a sarcastic react ion to 

his condition. As soon as he is forced on his way the seemingly trivial impressions of 

life flood his consciousness nnd he again feels the flo\\ of life \\ itilln him and finds 

purpose in living: 

j1~ Woolf. 1'0 IIII' 1.1ghl/rutl.l t! 140. 

n. WoolI'. 01(' 11'(11(' \ 199. 
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" in me too the wave rises. It swell s; it arches its back. I a111 aware oncc 

more of a new desire, something rising beneath mc .. " Against you I 

will fling mysclf, unvanquished and unyielding. 0 Death! 139 

Bcmard 's fear of being exposed to isolat ion is quite clear throughout the tex t. 

Ironica lly. though he considers himself better than Louis and cv ille in start ing a 

relationship, he is the one who instinctive ly di slikes the presence o f the new 

passenger before even giving him a chance to get famili ar. 

, Louis and Neville,' said Bernard , 'both sit sil ent. Both arc absorbed. 

Both fee l the presence of other people as a separating wall. But if I 

find myself in company with other people. words at once make smoke 

rings - sec how phrases at once hegin to wreathe oITmy lips . It seems 

that a match is set to a fire: something bums. An elderly and 

apparent ly prosperous man, a traveller, now gets ill . And I at once 

wish (0 approach him; 1 instinctively di slike the sense of hi s presence. 

cold, unassimilated. among li S. I do not believe in separation. We arc 

not si ngle. Also I wish to add to my co llection of va luable 

observations upon the (me nature of human hfe. My book will 

cenainly nUl to many volumes embrac ing every known varicty of man 

and womall. I fill my mind wi th whatever happens to be the colllen ts 

of a room or railway carriage as one fills a rountain pen in an inkpol. I 

have a steady unquenchable thirst. Now I feel by imperceptible signs. 

which I cannot yet interpret but will later. that his defiance is about to 

thaw. His solitude shows signs or cracking. He has passed a remark 

m Woolf. The Wl/I ·t>$ 200. 
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"houL a coullt ry hOllse. A smokc ring issues frolll my lips(abollt crops) 

and ci rcles him, bringing him into contact. The human voice has a 

disarming quality - (, ... e are not single, we arc one) . . .. 140 

To begin with, Benulrd draws a linc of difference between the olhers (Louis alld 

Neville) and himsel f. He has the senses that sense beyond COlllmon sensibility. Hc 

sees beyond sight ; fee ls beyond touch and c learly he empathizes wi lh his 

surroundings. In a sense he psychologically alienates himself from his best fricnds as 

he observes them and comments on their reactions 10 other people. Seemingly, 

Neville and Bemard are uncomfortab le in the presence of others and consider them 

'separating walls'. As for himself, the presence of others brings smoke rings to his 

lips, thus fonning a connect ion, as the ring passes from him to allother. Like Ni:Hive 

Americans, who used smoke signals as a means to connect with others , Bernard 

imagines ci rcles of smoke connecting him with other people. The fire of crealion, or 

life bums within him - the artist who coins phrases and writes stories of human nature 

suffers and 'bums' within him. The old man has not connected yet. His presence is 

still singular. There must be a unity. a uni ty of consciousness. His greater sensi ti vity 

enables him to be the artist who can write about a woman equa ll y as strongly as he 

can writ e about a man. This is the consciousness of Bemard who sucks up sensations 

like a sponge,thus evel)' minute detail of a room or railway carriage is important to 
/ 

hi m. He immediately senses the changes in human relations though he cannot 

immediate ly interpret the source. As the stranger amongst them speaks. ice cold 

feeling of isolation starts to thaw. Language stcps in to play the role of mediator and 

a disanning effect is clearly discernab le. And the empha.sis of Berna.rd's thoughts is 

1.10 Woolf. The W(I\'/:'S 45 . 
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clear - " we are nOI single, we are one", This is hi s interpretation of the human bond, 

somelh ing he intensely needs: something he ealmot do without. 

Like the iso lated artists in Woolfs writings Joyce's Stephen also struggles 

with iso lation. tcphen reali zes his inability to lit into society. Somehow he has 

alienated himself from the life Ihat he so seeks to represent. He can empathize with 

others. yet lacks the interpersonal skill to develop a satisfactory rclationship. At the 

end of A Portrait Stephen sets his mind to encounter life saying 

Welcome . 0 life! I go to encounter for the l11i11ionlh rime the reality 

r . 1", 1 a expenence ... . 

Yet . ironically in the whole novel , Stephen continuollsly rejec ts any possibility of 

creating meaningful relationships. He rejects the friendship of Cranl y, hi s desire for 

Emma, and eyes all others with sllspicion. Even hi s mothcr's love is scen with 

di sregard . The frustration of Ihe artist in his loneliness is clear. The artist is in an 

antithetical situation. On the one hand, he struggles to be free frol11 cntallglements of 

society which restrict his time and attention yet inevitably has to relllnl to all that he 

wants rel ief from in order to be inspired to create . Even in Ulysses when we find 

Bloom (represcntative of the common man) rescuing Stephen from a brothel and 

taking him home. there is no personal communion between them. They temporarily 

share space only to go their own separate alienatcd ways. This is symbolic of the 

pressure of isolation that looms large in the alienated artist'S ex istence - one who is 

desperately in need of communion if not for the man within him but for the art ist 

within him . This is a manifestation of the art ist wllo needs to cmbrace life but who 

ends up constantly rejecting it or being rejected by il. 

I.' Joyce. I I Portrml 228. 
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(0 ) Epiphany, MomenlS of Being and Time 

In A Porfl'{l/f Joyce used epiphany to keep the structure togr.:ther . The 

epiphanic moments would ex tend into the past Jinking it to the present then ind icate 

the flltllrc thereby interweaving the thematic clements of the narrative. The four parts 

of epiphany being. according to Stephen: I. Inlegr itas - The trigger o f the epiphany, 

be it an objecl or event , which is seen as a whole in the plane of time or space: 2. 

Conson ~lnli a - The object triggering the epiphany is analysed to discover its extemal 

fonn; 3. Q uiddil:I,S - The essence of the object ; and 4. Clarit:ts - The radiance which 

illum inates the understanding and infl uences the emotional cond ition of the person 

experienc ing the epiphany. These epiphanic moments arc meani ngless without their 

presence in Stephen's consc iousness, It is his consc iousness that gives them meaning, 

These epiphanies that recur in Stephen 's consc iousness are the binding principle of A 

Por/rail ." 

... from the point of view of the fram ework is that the structure o f the 

novel appears to stem organ ica ll y from wi th in the novel itself. rather 

than to be imposed from outside, to stem from within the 

consciousness of Stephen, so that the structure obeys the subject 

mailer rather than vicc-vcrsa ... Thcrcfore although at first sight the 

structure appears to be random (even chaoti c), there is mcthod in hi s 

m~dness. 142 

The dichotomy in the function of the epiphany translates into (3) The revelation of a 

truth about a cerwin object or person and (b) The cffcct Of lha! epiphany upon the one 

I ~ : John DladC's, ''ThC' ~C' lhod III HIS Madness:· Joyce ; Penguin Crit ical Studies (London: Penguin 
Books. 1991 ) 136. 
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that experiences II. Joyce develops the first function through 'shock'. It is afier the 

preliminary shock is over that the epiphany takes root in the consc iousness leading to 

a change in the conception of the object. person or on a higher level, any 

philosophical idea . Any object, situation or human gesture can be a potential source 

of epiphany. Stephen ex.perienees an epiphany in Chap-2 of A Porfr(lIf which shocks 

him into rea li zi ng that thcre is a world difference between hi s romantic idea of;\ faml 

and the real ity of it : 

". the first sight of the filthy cowyard at Stradbrook, with its foul green 

puddles and clots of liquid dung and sleam ing bran troughs sickened 

Stephen's hcan.. 14
) 

To discover that the farm was 'filthy' with ' foul' liquids seen all over the place 

shocked Stephen into <Iccepting the stark con trast between his imagination and the 

faml III realltfc. The instinctive ' shock' was replaced by a conscious comparison : 

The catt le which seemed so beautiful in the count ry On sunn y days 

revo ltcd him and he could not even look at the milk they yiclded.14J 

Thus memory is seen to play a m~tio r ro le in the completion or the cpiphrlllY. Without 

a related experience being previously embedded in memory the epiphany can have no 

meaning. But memory itself dwells within the stream of consciousness, So, wi th the 

stream of consciousness it is easier to bring to light the epiphanic moments of 

experience. For Stcphcn this epiphanic moment not only changed his presen t but also 

con trolled the future for though he got over the temporary shock and accepted the 

UJ Joyce. If PI}rtrmf 59. 

I f.<! )oyc(', IbId 
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presence of .. eowhairs and hayseeds on the milkman 's coat" he cou ld no longer 

vision himself growing up 10 be n milkman: 

He thoug.hl il should be a pleasanl life enough driving along the roads 

every evening to deliver milk.. .. But the same foreknowledge which 

had sickened hi s heart .. " dissipated any vision or the fll!ure. IH 

The epiphany. therefore, not only brings Ihe past into Ihc present, it also moulds the 

future. Epiphanies are lestimony to the fac t that our past experiences, in a way, create 

our futures by moulding our reactions in a pal1icular way. Of course epiphanies arc 

purely subjective and depend 011 the observer for their implications. It is in Ihis 

context that \ve can look at another of Stephen's epiphanic moment which occurs 

when he sees that Fleming has painted hi s clouds maroon. This is not a Significant 

act. but for Stephen it opens infinite doors of possibility. It shows him a way to 

escape thc constraints of reality. He discovers the freedom of the world of art where 

clouds call be maroon and rOses can be green. where anything and everything is as the 

artist wishes: a world of infinite freedom. 

Woolf uses her epiphanic 'moments of being' to signiry Ihe importance of 

human relationships. Her · moments of being ' are more subl lc and demand a more 

delicate understand ing o f life and human nature than Joyce' s use o f epiphany. The 

disintegration of modem li fe, the ravages of war and sc ientific deve lopments 

unsett led long-held beliefs and led to the processcs or self-analys is and introspection. 

In fac t, for modem writers their writing did indeed provide an ou tl et of their doubts 

ami qucstions. Modem writers concentrated their skill s upon the building up of an 

inter-relation alllong.sl se lf, world and experience. This inter-relation was cSlablishcd 

I ~I Joyce'. A P(mrmr 59 
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through the given presence of epiphanic moments which gave meaning 10 nn 

apporenlly meaningless ex istence. When Woolrs characters experience a momcnt of 

being they funher ident ify wi lh their si tuation and look fo r the beauty of a 

relationship that makes life wonh liv ing ; 

The cook whistled in the kitchen. She heard the click orthe typewri ter. 

It was her life, and. bending her head over the hall table, she bowed 

beneath the influence, felt blessed and puri fied , saying to herse lf, as 

she took the pad \vi th the telephone message on iI, how moments like 

thi s are buds on the tree of life .. . ll1ust one repay in daily li fe to 

servants, yes, 10 dogs and canaries, above all to Richard her husband . 

who was the foundation of it ... '''6 

COllllllonplaee affairs sudden ly assume a heavenly aspec t which strengthens her 

relationship with her husband, emphasis ing the spiritual bond behveen individuals 

who are married to each other. These moments of being are important for expressing 

how incomparable life really is. This also had tt sorl of religious undertone. Even 

though Woolf did not believe in Goll, she substituted religious thoughts wi lh 

epiphanic moments of reali zation. Her work abounds in such moments 

Only for a momcnt but it was enollgh. It was a suddcn revelation, a 

linge like a blush which one tried to check and then as it spread one 

yielded to its expansion... swollen with some astonishing 

significance ... Then , for the momenl , she had seen an illumination; a 

match burning in the crocus; an inner meaning almost expressed. 1"7 

H. Woolf. Mrs Ollf/O\\'(IY (Oxford: Oxford UP, 1992) 27-28. 

I" Woolf. A!r.\ O(lllmWlI' 30. 
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Each of the ' moments of being' expressed through her writing were domesticated into 

rcvealing the special s ignificance of life and human relations. thereby creating for her 

as an altcmate religion which gives life me~ming. 

Epiphany and 'moments of being ' further, provide for null ification of 

chronological timc by encapsulating ,111 1imc with in a specific moment. Wri ters of the 

Modem Age generall y accepted that there was a tremendous difference between 

psychological time as opposed to chronological time. This led to the di stortion o f 

chronological time as we encounter in 1110st modem texts. By using the stream of 

consc iOllsness technique both Wool f and Joyce gave themselves the advanlage of 

moving unrestrictedly through past. presellt and future. An analysi s o f a passage from 

each of these two gifted writers will show how we experi ence time quite differently in 

thei r texts. 

The following is a passage from irginia Woolfs "The Window" section of To Tlte 

Lighthouse: 

She had some hidden reason of her own for attaching great imponancc 

to th is choosing what hcr mother was to wear. What was the reason, 

Mrs. Ramsay wondered, standing still to let her clasp the necklace she 

hud chosen, divining, through her own past, some deep, some buned . . 

some qui le speechless feeling that one had fo r one's mother at Rose 's 

age. Like all feelings felt fo r oneself, Mrs. Ramsay thought. it made 

one sad ... . And Rose wou ld grow up; and Rose would suffer. she 

supposed, with these deep feelings and she said she was ready now, 

and they wou ld go <l own .. ,I.&$ 

U' WooU. To TJr r I.lg I,thous .. 7 1. 
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We find two of Mrs. Ramsay's children diving il1lo her ornaments to find a necklace 

suitable for thcir mother to wear to din ncr. As she watches them, especially Rose, her 

stream of consciollsness travels to the past as she considers her own relationship with 

her mother at Rose's age. Then she moves into the futu re wi th the thought thaI "Rose 

would grow up", Then she relums to the presen t as she is " rcady now." The 

movement is ex tremely smooth . The transition is not al all shocking in any way, as if 

all comes naturally. There is a series of transi tions involved. The !irsl transi tion is 

from presen! 10 pasl and then from past 10 Ihe future and finall y. from the future back 

to the present. The now is so smooth because the transition is effecled through 

manipUlation of emotional states, At first there is the tender feeli ng of warmth as we 

visuali se a chi ld cagerly selecting a jcwel for her mother. The reader then wo nders. 

like Mrs. Ramsay, about the reason of the child 's eagcnlcss. Still Ihe feeling of 

tcndemess prevails as we rctum to the past to cneounter "some buried, some quite 

speechless feeling for one's mother." from this inexpressible feeling we are taken 

over by <:I feeling o f emptiness as Mrs. Ramsay thinks of Rose's future in which she 

would "suffer" with deep feelings of regret. And. as if with a sigh of such 

contemplation , we are brought back to the present . Chronologica ll y we have onl y 

been through a few minutes bUI psychologically we have travelled vast expanses of 

time. Woolf cmot ionally wraps up the reader in the character's stream of 

consciousness in slich a way that the effect of temporal boundlcssness is hardly 

noticeable . 

Joyce's journey through lime with his reader is more for the in tellec t than fo r 

the emot ions. The fo llowing is an extracl from the "Telemachus" sec tion of Ulysses : 
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The dog's bark ran towards him, stopped, ran back. Dog of my enemy. 

I just simply stood pale, silent, bayed about. Terribtlia mediulfIs. '" 

Pretenders: live thei r lives, TIle Bruce ' s brother, Thomas Fitzgerald, 

silken knight, Perkin Warbeck, York ' s false scion, ... and Lambert 

Simnc! .. , Paradise of prctenders then and now. He saved men from 

drowning and YOll shake at a cur' s yelping. But the courtiers \vho 

mocked Guido in Or san Michele were in their own house. Would you 

do whm he did? .. . Water cold soft. Whcn 1 put my face into it in the 

bas in at C10ngowcs ". Do yo u see the tide nowing quickly in on all 

sides? 149 

As he walks across the Strand Stephen's stream or consciousness nows through time 

bUllo discover the rhythm of this now the reader has to genuinely strain the intellect. 

In the present, Stephen is aware thaI fear has overcome him as he stands "pale" and " 

si lent" 011 hearing a dog bark. His cowardice reminds him of Ihe Prel.enders; Stephen 

is shown to have a habit of thinking in con trasts as seen in A Portrait. When he thinks 

of hOI, he thinks of co ld; Thoughts come La him in opposi tes ror example. 

maroon/green, life/death etc. Hi s own cowardice. therefore, remi nds him of the 

courage o r aspiring leaders who tried to overthrow the power of England on leish soil. 

The first to come to mind is Edward Bruce, the yo unger brother of Robert Bruce the 

king of Scotland who Stephen rerers to as .. The Bruce." In 1314, Bruce, with the 

help of his Lrish a lli es, tried to overthrow the English and though his allempt was 

ullsuccessful there was a decline in English power in Ireland ancr that. The second 

•• <) Joyce." TdC-nljchus," (llp ·.I·!'!> 56-57. 
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name that he thinks of is Thomas Fitzgerald . Thomas Fitl.:gerald is an Insh patriot 

who, in 1534. challenged the position of British rule through a brief siege of Dub lin. 

The British rule had been unchallenged since the taking of power by Henry llthrough 

the expulsion of the Danes in 1171 . Then. Stephen contrasts those t\\ 0 revolutionary 

figures with two impostors who laid claim on the English thronc with the support of 

the I-louse of Yo rk . One of the impostors w .. s Perkin Warbeck. He came forward in 

Ireland in 149\ cluiming to be Richard. duke of York. The other was the English 

impostor L1mben Simnel who claimed to be Edward, Earl of \Varwiek. After this 

brief tour of Iri sh history [rom the year 1314 \\ C return to the presen t with Stephen's" 

Paradise of pretenders then and now." But we are aga in taken back inlo the past - to 

the Renaiss;mce period. Wi th the thought of parad ise the name of Gu ido Reni (1575-

1642) early Italian baroque painter of popular rel igious \\ o rks emerges in his 

consciousness and with it the thought of San Michele, a church III Italy which 

contains the sculptures of another renaissance artist Donate llo. Then his tho ughts 

come bnck to hi s initial feeling of fear but now the object of fcar is transposed from 

being the barking dog to being water. As he questions whether he is willing to ri sk his 

life fo r another, for instance a drowning man, he remcmbers hi s unplcasant experience 

with water. Agnin we arc taken back 10 his childhood at C lo ngowes. 1 hese thoughts 

o f water bnng him back to the present as he wa tches the "tide nowing quickly in on 

a ll sides .. ' 

Joyce. therefore, conquers time through a b lending of Irish history, European 

art and personal experience in Stephen's consciousness_ Time travel in this case is not 

so eas il y achieved fro the readcr who has to seriously lise hisn,er intellect 10 ru lly 

grasp the movemen t. 
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(e) C haracterisa tion 

These lillie snapshot pictures of people len much to be desired. 

these little sur race pictures that one made, like a fl y crawling over 

a face, and feeling, here's the nose, here's the brow. l~o 

Like Eleanor in The Years. Woolf relt that change \\tas necessary in 

characterisation as traditional techniques could not properly represent a human 

being. Tradi tiona l techniques refrained from showing the motivation that spurred on 

an action or the anguish that held it back. Psychological developments which 

introduced a gre,lt er understanding of the human personality shed light on the 

conflicting emotional and psychological forces that construct the tota l personality and 

influence human behaviour. The theories of Freud, Jung and Lacan show how people 

react to their su rroundings and develop a sense of the self. With these theories in the 

roreground. Woolf and Joyce both used the stream o f consciousness technique to 

create characters who vividly show the inconsistencies of human nanlre. 

Woolf begins her experimentation with the stream of consciousness technique 

in Jacob 's Room. Jacob is shown through the eyes or a nllmbcr of other characters. 

For example, lara Durrant' S comments in her diary revcal him to be an 

understanding person. One unto which "one can say what he likes .. .... The presence 

or the obtruding author il5 still there as we discover a few lines later where lara's 

comments are bnlshcd away with" this is only a woman's language. one, too, who 

j ~n As quoted by JO;llll)cnnCI. "CharaCters :,wd 1·luman Bcmg,s." emlraJ £.~.\II I.\ flI! V,rglflUl Woolf. (!d 
Morns BeJo (Boston: G. K. Hall & Co" 1985) 41 . 
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loves or refrains from loving." \Ve are given glimpses of Jacob's character through 

the impressions it has created in the minds of olhers. These impress ions arc in many 

ways contradictory. For example Clara' s fascination with the ·'unworld ly'· Jacob is 

contradicted by Detty'S irri tation of .. Jacob's clulllsiness", S uch impressions lay the 

foundati on for Wool r s malllre works which emphasise the Ill any sided ness of human 

personali ty which is captured in the minds of others as we ll as in the tu rbulent thought 

stream of the character himself. 

TIle diffi culty of representing a rea li stic human being in literature IS, as 

always. immense as each individual interacts on various planes In different social 

si tuations. The stream of consciousness brought with it an acceptance o f the 

imposs ibil ity of thoroughly knowillg un individual. Again, as Clarissa Dalloway looks 

in the mirror she muses, 

That was her self - pointed; dart-like; de fi nite. Th"lt was her selfwhen 

some effort , some ca ll on her \0 be her se l f. drew the parts together, 

she alone knew how different, how incompatible and composed so for 

the world only into Olle centre, one diamond, one woman who sat in 

her-drawing room and Illude a meeling point.. . never showi ng a sign 

of the other sides of her- faults. jealollsies, vanities, suspicions ... 1.51 

In her drawing room and with her gucsls Clarissa Dallow::lY is a flawless, amiab le and 

composed person. [n reality her personality has many incons istencies. She has many 

faults lllld can be as jea lolLS or proud as the nex t person. 

Defromont says thUl Woolfs chanlclers are "composed like a mosaic made of 

hundreds of tiny flashes." Lndeed, each characler is built up from many differen t 

1)1 Woolf. M,.~, DlIllnll'(J)' -'7-48. 
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angles of exposure. For instance. in To fhe Lighthouse. we do get a total picture of 

Mrs. Ramsay's character, but it is through the consciousnesscs of several other 

characters. each of which reveal a different aspect of the same person. Woolf created 

for her characters "beautiful cavems out of thei r past", thereby enrichi ng the 

characterization wi th minute detai ls. A com mOIl acclisation against Virginia Woolf is 

that her character portraya ls are not significantly compelling. E.M. Forster is but one 

among many others who hold the view that: 

She could seldom so portray a ch.uactcr that il was remembered 

n d . E' b d '" a tcrwar son 1Is own account. as ' I11ma IS remcm ere ... . 

Woolf, like Mrs.Dulloway rea lizes that she cannot with confidence say a person 

"were this or that" and like Peggy (The Years) she realizes that fact collecting and 

substantiating a personality are two different things. Even in Jacob s Room she 

makes it clear thilt - " It is no use trying to sum people up. One must foll ow hints. not 

exactly what is said. not yet enti rely what is done", One has to deeply observe and go 

10 the depthS of a person's existence in order to recreate a realistic representation. The 

speaker in "The Mark on the Wall" puts fonh the following supposition 

uppose the looking glass smashes. the image disappears, and the 

romamic figure with the grecn of forest dcpths all about it is there no 

longer, but only Ihat she ll of a person which IS seen by other people 

what an airless. shallow, bald, prominenl world it becomes! A world 

not to be lived in. As we face Cilch other in omnibuses and 

underground railways we are looking into the mirror: that accounts for 

IS! F.M Forster. Vlrgimll Woolf( Cambridge U IllVCrSlty Press. 19-,2), as quoted by Joan 13cnnel. 
"Ch:u:lcters :'Ind lI UfT13 11 Uemg:;:' Crtrica! £ .I"JII\'.\ Oil I'trgJllIf/ II'O(If!. ell Morris OeJa (130Slon: G. K. 
Hall & Co .. (985) 37, 
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the vagueness, Ihe gleam of glass iness. in our eyes. And the novel ists 

of the futll re will reali ze more and more the import.lIlce of these 

rcOect ions. for of course there is not one re ncetion but an almost 

infinite number; those arc the depths they wil1 explore. those the 

phantoms they will pursue, leaving the descript ion of reality more and 

f h 
- , 1<; 1 mOre Ollt 0 t Clf stones. '. 

The -looking glass' imagc is rcminiscent of Lacan 's mIrror stage (discussed in 

chap.2), which ta lks o f the fonnaiion of identity through confrontation wi th a fixed 

image. The shattering of the mirror signifi es the di ssolution o f her se lf image. 

hnmedialely the wo rld seemS to be 'airless', 'shallow' , 'bald ' and ' prominent' . 

According to Lacan. it is in the plac ing of the ego wi thin the symbolic order, lhat a 

concept of subjectivity is fo rmed. Without the mirror image against which thi s 

concept is posited, human subjectivi ty loses its cohesiveness. The fonnation of 

subjectivity and identity is dependent 0 11 other-than self ent iti es : 

I cannot, indeed, describe or distinguish myself except in terms of my 

relatedness 10 other selves: if I drop out of my conceptions of myself 

the consciousness of being child. brother, friend and cit izen, I simply 

lose myse l r. 1S
-I 

The subject iv ity of the speaker is re-instated when she in teracts with other- than- se lf 

entities in her day to day re lations. It is in these relations that she sees a rcnec tion of 

1)1 Woolr, "The Mark on the \\10111", LiI~ratllre o/tlle 11'('.1"((' '''' Wor/d. Vol I L cd Bnan Wi lklt' and 
James Il urt (New York : Macnu tl,m. 1985) t786. 

U~ Mary Ca nons, "Psyehology ai SCience of Selr,"Firsl Published in ) em,.,ra/ of Plu/() )oplly. 
Psych%g), (lful SCientific Methods. 5. pp.64-68 . 12.8.2002 C/(a·.~'CJ: jll rlu' Iluwry Q/ Ps)'(·hoiogy. 
< hltp " [!su:bc I j!ss l ~~ . vorku salCa lkm~lilln:> 
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her self. Clariss,\ Dalloway projects her feeling of multiplicity onto other characters 

thus she cannOI positively catch a person's nature -

She would 110t say of anyone in the world nOw that they were thi s 

or were that, she felt very young; at the same time unspeakably 

aged , She sliced like a kni fe; at the same time was outside. 

looking on .. " she would nol say of Peter, she would not say of 

herself. I am lhis, I am that ,15S 

Introspection allows thc character to come to temlS with varying and plll1ial se lves. 

Mrs. Dalloway was all of the selves she broughl into existence in interacting with 

OIhers through the course of the day. In the same way Mrs. Ramsay in To The 

Lighthouse reveals: 

It was a relief when they went 10 bed. For now she need not think 

abo Li I anybody. She could be herself, by herself .... All the being and 

the doing, expansive. glitlering. vocal . evaporated; and one shrunk, 

with a sense of solemnity, to being olleself, a wedge shaped core of 

darkness. something invisible to others, ... and th is sel f having shcd its 

attachments was free for the strangest advcnlllres .. .the things you 

know us by are simply childish , IS~ 

That Joyce was also concerned with charac terisation is clear from his words - ' It l)' to 

give the unspoken, unacted thoughts or people in the way they occur: 1S7 He wan ts to 

make his characters as real as possible, In Ulysses, it wns Leopold Bloom, rather th ~ln 

'" Woolf. Mn. Dallolwy 10-11. 

IJto woolr, To Tht' t.'ghllwu5t" 54 

It? Joy"". Leucrs 11 62.63 
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Stephen, who was to be the prime character. Arnold Kettle points out the importance 

Joyce laid 011 characteri za tion in the following comment : 

Frank Budgell, who saw Joyce frequently while Ulysses was being 

wri tten and rC::'Id passages as they were being completed, relates that 

the author's IIrsl question, on getl ing back a section of the manuscript. 

almost always bore on the convincingness of Bloom as a . character' , 

not on the effecti veness or subtl ety of the presentation or method 

which appeared to be hi s first concern in composition, Bloom was to 

be the first complete all~round character presented by any writer, an 

advance On Homer's Ulysses , I~l! 

We can see that Joyce was concerned about the effectiveness of the method of his 

presentation, I-li s goal was to create an ' all·round character' , 8100n1"s stream of 

consciousness seems comparatively down to earth . The associations he makes 10 

extcmal stimuli is slra iglttforward and positive. Where Stephen broods on death and 

decay, Bloom celebrates life and the huma11 body. He reveals to Molly the concept of 

metempsychosis a teml which she previously re rerred 10 as 'met him pikehoses' . 

Thcre is a stnmge kind orhope embedded in Bloom's consciousness. 

Stephen fecls guilty even thinking of the naked body. As someone passes him 

the thought of his own nakedness is sudden and im pUlsive and it goes as quickly as it 

comes: 

1\. Arnold Kcllle, .. The Consistency of James JO'lee: 'ThC! Ne ll PeI/e(m Gmdl.! ro ellg/o ll Laerorurt' 
Vol.7 (London: Pengum.1990)) I. 
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Passing now. A side-eye at my H ~rnl e t hat. If I were suddenl y naked 

here as I si t ? I :un nOl.159 

Nudily for him is connected with Iolsciviousness, the guilt is thus overwhelming. 

Bloom on the other hand is qUite comfonablc with images of the body. He cclebrates 

thc body ~ 'This is my body' and continues: 

He foresaw his pale body reclined in it at full, naked, in a womb of 

wanmh, oiled by scentcd melting soap, softly laved. He saw his trunk 

and limbs rippled over and sustained, buoyed lightly upward. 

lemonyellow: his navel, bud o f fl esh : and saw the dark tangled curls 

of his bush floaling. floa ting ha ir of the stream around the limp fathcr 

oftbousands, a languid floating flower. H,o 

This is indeed a tremendous play of irony in the sense that the modem age emphasises 

the movemcnts of the mind whereas the mind of man is more occupied with the 

concems o f the human body. 

WooJrs charac tcrs, of course, are extremely se lf-conscious as if they were 

watching their own Sleps. never saying an improper word. which is the total opposi tc 

of Joyce's characters. The reserved attitudt: of the British characters of Woolf arc a 

clear con trast to the flamboyant auitude of those of Joyce. Through their respective 

characters we get a clear express ion of WooJrs Englishness and Joyce' s Iri shness. 

I)~ Joyce . U'P'St'~ 59. 

IflO Joyce, U/) t W .i" 107. 
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(I) Usc Of Symbols 

When an image constantly retuOlS to the consciousness and lhe consc iousness 

relates it to a series of though ts in which that image holds greater significance than Lts 

singular presence in the text then its becomes n symbol. Both Woolrand Joyce have 

used a number of symbols in thei r works the meanings o f which ex tend to and from 

the tex is themselves. T11cse symbols gather their significance 111 the consc iousness of 

their characters . In most cases Woolrs symbols work on the personal level. Symbols 

are inev itab ly woven into the lext to develop the various themes the authors dealt 

\\ilh. Malcolm Cowley remarks about WooIrs wri ting that she uses, "alma I as 

many symbols 3S Yeats does in his later work" 1M • The most common symbols used 

by Woolf are - the lighthouse, the sea and a sphinx-moth . 

The Lighthouse becomes the symbol with which Mrs. Ran1say identifics. 

When the children arC safely put to bed and she has managed the triumph of arfecting 

a balance between the contrasting elements of life. It is at Ihese limes thai : 

... there rose to her lips always some exclamat ion ortriumph over 

life when things came together in this peace, this rest, thi s 

elcmity~ and pausing there she looked out to meet that stroke of 

Ihe Lighthouse, the long stcady stroke, the last of the threc. which 

was her slroke. 16z 

The Lighthouse symbolizes the watchfu l eye or securi ty. The presence o f the 

Lighthouse and its function is an assurance of security ror those on the sea, 

If • • Ma lcolm Cowley, .. England Under Glass." Crlrletl' F.jSllI'l on VirgwUl Woofj 24 

.&! Woolf. Tu 'Ihe L1gltrhl/U,'(;'S5 . 
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Likewise Mrs, Ramsay is there 10 prolect and aSSure her family that she will be 

there for them and try to protect them from possible danger, It is interestmg to 

note that she identifies herself with the third stroke of the Lighthouse which she 

thinks" was hcr s troke" , Inev itably the question arises - To who m or what were 

the other two strokes ass igned , Judging rrom her insistence o n going to the 

Ligh thouse, an experience to be shared with the whole famil y. I would S,IY that 

the first stroke symbo lises security of the society that they were part or and the 

second stroke symbolises the security to be offered by Mr. Ramsay. The sense 

of security itself involves tnl st and acceptance. Mrs .Ramsay has been able 10 

eswblish such a relationship with her husband as well as with her children. 

Unfortunately Mr, Ramsay has nOI been ab le to properly bond with hi s children. 

He thinks thai he would have been a much better philosopher if he had not becn 

married and had children. He isn ' t sensitive to hi s chi ldren' s fee lings and thus 

stubbornl y reilerates that the weather will SlOp them rrom going to the 

Lighthouse us planned. This evokes a violent reac tion in his son : 

Had there been an axe handy. a poker, or any weapon that would 

havc gashed a ho le in his father's breast and kill ed him, there and 

then , James would have seized it. Such were tJ,e ex tremes of 

emolion that Mr. Ramsay exc ited in his children 's breasts by hi s 

mere presence; " " 163 

It is quite clear that hc hates his father for destroying the fun o r anti cipation and 

wanling 10 make him accept the possihility o r harsh weather. The pessimisti c 

philosopher wanted his son to rcalise that to ventu re inlO life o ne needed "above all . 

10) Woolf, To The L/glllltollse 2. 
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courage, truth , and the power to cndure.',I 6-I Though James is still a chi ld and judges 

th ings through the fulfilment of his own expectance he gradually rea li ses that there is 

always another point of view to sec thi ngs from and that, that perspective is as much 

related to the object as the other a Ile. He gradually, as he grows older, manages to 

analyse hi s fee ling of hate toward his fa ther. He rea li ses that it is not the "old man . 

very sad, reading his book" that he wanted to kill but the image of the domineering 

man that he had seen as a child. While looking. James remembers hi s father' s words 

that it would rain and they wouldn ' t be ab le to go to the Lighthouse. As he remembers 

those childhood memories he looks at the Lighthouse. 

The Lighthouse was then a si lvery. misty- looking tower wi th a ye llow 

eye that opened suddenly und so nly in the evening. 

No\\! -

James looked at the Lighthouse. He could sec the whitewashed rocks; 

the tower, stark and straight: he could see that it was barred wi th black 

and white; he could see the windows in it ~ he could even see washing 

spread on the rocks to dry. So thm was the Ligh thouse was it ? 

No, the other was also the Lighthouse. For nothing was simply one 

thing. 1M; 

James remembers that hi s father had stifled his mother's energy by his excessive 

demands. but he also comes to tcmls with hi s own hostile fee lings, recognising that 

sometimes hi s father became possessive, "without hi s knowing it, perhaps". 160 And in 

' 1>1 Woolf. To rh(' l.fghll/Ou~·t' 2. 

I'" Woolf, ibid . 164. 

ItIIo woolf. IbId 162 
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spile o f allihe adverse feelings he aroused, Mr. Ramsay was stillihere for his children 

as steady and as real as the Lighthousc. Cam has that feeling of securit y when her 

father is arollnd nO mailer how absorbed he is in hi01selfand in his readi ng - "she \vaS 

safc. while he sat there". 

Similarly. the sea appears repeatedly in her imagery and it becomes a symbol 

o f life itself. It was 1101 only the turbulent hostility of nature that Mr. Ramsay wanted 

his children to face, but :lIso li fe which is seen as full o f adventure and numerous 

possibi lities. Cam, dips her hands into the sea and as shc feels it st reaming through 

her hands she is ecstatic : 

From her hand, icc co ld , held deep in the sea, there spurted up a 

fountain of j oy at the change, at the escape, at the adventure {that she. 

shou ld he alive, Ihal she shou ld be therc). lh' 

She is not afraid ofthc uneertaintyoflifc that bo th James and her father fear. 

Another symbol commonl y used by Woolf is the moth. The mo th, for Woolf, 

represents the creative imagination that is inspired by the richness o f life . It is onl y in 

lotal freedo m th tH the eremive process can flourish. Order and discipline stifle the 

crcati ve process. That is why Susan waits impatientl y to retUnl 10 the freedom of he-r 

home: 

'I have tom off Ihe whole of May and June,' said Susan, 'and twcnty 

days of J lily. I have tom them off and screwed them up so that they no 

longer ex ist, save as a weight in my side. They have been crippled 

days. like moths wi th shri velled wings unable to Oy. There arc only 

eight days left .. . Then my freedom will unfurl. and all these 

IO~ Woolf. To nit! ilght/lOuse' 167. 
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restrictions that wrinkle and shrivel- hours hand order and di scipline. 

and bClIlg here and there eX3c tly at the right 1110ment- \\ill crack 

asundcr ... Thc great horses of the phantom riders will thunder behi nd 

me and stop suddenly. 108 

As 500 11 as she is free to wander and feel life around her. her imagi nat ion soars and 

she sees .. phantom riders" who stop 3S she exerts her imaginati\ e power over them. 

Joyce's creations are also rich ill symbols. His most significant symbols evolve 

"round life. dealh. freedom, religion, an, mother and country. Unlike Woolf whose 

symbols have unchanging meaning from Ihe beginning of Ihe lext to the end. Joyce ' s 

symbols have a certain nuidi ly the meaning o nen di sso lves 11110 another (especially in 

Ulysses). The symbols he draws on arc not only personal they emanate from folklore 

and mythology. 

The name Joyce selects for his aspi ring artist IS Stephen Daedalus. Daedalus is 

the mythological equivalcnI of a man achieving the impossible through sheer genius. 

In Greek Mythology, Daedalus goes against all the odds and escapes the labyrinlh of 

the Minotaur by making wings for himself and nying over the wull s of his prison. 

Stephen becomes a symbol of man's 2ealto go beyond hi s limitations. Throughout A 

Portrait Stephen struggles to discover his potelll ial and become the man that nies 

beyond sordid reality. This symbol is further developed in Ulysses as Stephen is set 

against lhe mythical figure of Telemachus. Telemachus ' searches for his father 

Ulysses is epitomised in Stephen's search for a father fi gure, someone to guide him 

through thc unending labyrinth of life of which he can make li ttle sense . 

... woolr. Tift· W(H"t'l 36. 
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In the ' Telcm3chlls'episodc of Ulysses, Joycc rcarfinns the image of Ireland as 

subservient anel menial through the symbol of 'c racked looking-glass of a servant ' , 

Thi s metaphor wns used by Oscar Wilde in discussing art : 

Cyril: ' I can quite unders tand your objection to art being treated 

as a mirror. You think it would reduce genius to the position of a 

cracked looking glass , But you don 'I mean to say that you 

seriously believe Life imitates Art , that Life in fact is the mirror, 

and Art the reality?' Viv ian: 'Certainly I dO.'1 6~ 

Joyce uses i l 10 refer to Irish art which he considers to be a misrep resentation of true 

li fe in Dublin, As the cracked mirror distorts and gives a partial view of Ihe true 

objec t so Irish art dist0l1s reality, Also, it is the mirror of "a servant" • implying that 

Ireland is dominated by the British, T he art, thereforc, of this country reruses \0 depict 

Ii fe as it is, because of the ract that it is subservient. 

Another symbol that Joyce uses to rerer to hi s country is the 'milkwoman' 

who Joyce sees as a symbol of poverty stricken and steri le Ireland. As he watchcs her 

pour the milk into a jug his thought-stream circ les around this subjcct 4 a shrivclling 

olel womiln who does nOi care ror him (the an ist) . Hc looks on sardonically as she : 

Bows her old head to a voice that speaks to her 101ldly ... .To the vo ice 

that will shrive and o il ror the grave all there is of her,., I'o 

The voice to which she responds is that of Haines, who proudly admits to being an 

Englishman, tephen sees her as Lrclcmd conslantly bowing 10 the power of England . 

Ilfl Scnmu..s Deane, "Joyce the Im tunan.' The Cambl'''!gf' Compal/ion /0 Jam"s J{J}'Ct . cd, Derek 
Attridge (Cambnd!,;c: Cambndge UP, 1990) )7,38 . 

1"(1 Joyce , UI,I'l.\l'1 16, 
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She becomcs a symbol orllis country in all her disgrace of servility. Despite her age, 

she docsn' lunderstand Gaelic suggesting that Ireland is also oblivious of her language 

and tradition . 

Water is a recurring symbol in Joyce, and is significant of what is to be 

dreaded, Stephen seems to be afraid of water, because of the associations he makes 

with it. In II Porlmit he associatcs water with the cnlelty of the rea l world, associating 

it with the experience of being pushed into the cold and dirty water of the square 

ditch by We ll s (chap-I ). Water also marks initiation into a religious community 

through baptism. Stephen revol ted against the Catholic Faith and since the image of 

water reminds him of rituali stic purifying he is reluctant to wash o r bathe. In UIYSl'CS 

Mulligan teases Stephen about this habit of his : 

He turned to Stephen and asked blandly: 

Is this Ihe day for your monthly wash , Kinch '! 

Then he said to Haines: 

The unclean bard makes a point of washing once a month . 111 

Water also triggers tho\lghts of gu ilt concerning his mother's dc.llh. The lhoughts of a 

drowning mall suffocate him as he associatcs water with fear of uncertainty and death: 

When I put my face into il in lhe basin at Clongowes. Can ' t see! 

Who's behind me? Out quickly, quickly! .. . A drowning man. His 

human eyes scream to me out of horror of hi s death . 1 .. . With him 

together down ... I could not save hcr . Waters; bitter death : lost. t72 

111 Joyce'. Ulyss('~ '8. 
,,. 

• Joyce. 57. 
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Water, thus, also becomes a symbol of death. Though he scre:tms to be free of 

the innuenee of his mother, he realises the wrong he has done and in hOlTor he 

stu tiers the tnuh "I could not save her". His mother on her deathbed wanted hi m 

to come in to faith, which he refused to do. As he assoc iatcs water with rel igion it 

in tum reminds him of hi s mother'S request nnd that leads to association with 

death. 

ymba ls have a spccial s ignificance in the stream of" consc iousness novel in 

that they weave a thread of association in relation to the thcmes they represent 

Another significant aspec t is that the stream of consciollsness technique provides the 

reader with a character's thoughts and Object assoc iations. 

(g) Experiments with Language 

In A Parlmil Stephcn. talki ng to Cranl y, expresses his frust ration in family, 

nat ive land and religion: 

I will try to express myself in some mode o f li fe o r [111 as freely as I 

ean and as wholly as I can, using for my defence the on ly arnlS I allow 

myself to use - silence. exi le, and cunning.. m 

li e intends to search for freedom o f hi s soul in an alternate land or in his expression 

of an . One o f the instruments of his cause that he allows himself is ·silence· . 

Silence is to give him the freedom o f" exprcss ion. Th IS contradiction in though t is 

epib'Tamm:nic. in that. one who realises the nature of the technique that Joyce intcnds 

In Joyce. If PortraIt of lilt' "nut os ( I Yout/g Mfm 222 . 
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to develop th rough Ulysses with Stephen as a major figure actually involves a lot of 

silence. 

People reveal only a fraction o f what they actually feel. They repress the 

emotions that they feel mOSI stro ngly. Silence is , therefore . complimentary to 

language .. WooJrs Bemnrd like. Joyce's Stephen, considers the significance of 

silence and decides to wrile a novel ' abo ut Silence .. .. The things people dOll't say .. m . 

As wri ter' s try desperate ly to catch the ' incessant shower of innumerable IItOms .. l1 .s as 

they fall upon the mind' language falls short of the expec tation, This ant ithetical 

position of si lence and langl13ge can successfu lly be resolved on the page through the 

lise o f the stream of conscioll sness technique. The thoughts of the characters call come 

10 the surface withoul the lise of language. Despite the bubb li ng o f emotions and 

thoughts , si lence remains. In most cases, people do not know how to express 

themselves in a meaningful way. Mrs. Ramsay longs for 'one word' ITom her husband 

to resolve the tension between them after di sagreeing about the weather. Arter the 

dinner both of them are awkwardly placed in silence unable to express the uneasiness 

withi n them. Their communication through language SHlrtS wi th Mr. Ramsay's 

comlllent that she wou ldn ' t be able to finish the stocking that day and Mrs.Ramsay's 

response that he waS right about the weather. Their language definitely did not 

express the anguish they both were fee ling though it did obliquely give an idea of it. 

And towllrds the end of the novel Mrs. Ramsay too realiz;es the inadequacy Qf 

language, 

I" Woolf. Th(. wU\'j's 220 

,-, 
' Woolf, MQ(/I!n/ F ief/Oil As quoted b),. John Batchelor. 1""1:I1I/Q Woolf. Tile Major Now!ls 

(Cambndge: Cambndge UP. 1991) 35. 
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0, she thought , one could say noth ing to nobody, The urgency of the 

moment always missed its mark, Words fluttered sideways and struck 

the object inches too )ow,m~ 

It is ex tremely hard to cOll vey the mtcnsity of fee ling within a combination of words, 

'The urgency of the momcnt ' always calls for a strong represcntat ion in the symbolic 

system o f language but it frequent ly turns out to be unreliable. Woolf shows that 

when strong emotions prevail , language fa ils. In The Voyage Our. fo r exam ple. j ust at 

the moments when Rachel and Terence are mOSt intimate they w,llk on in si lence as 

language fails 10 accommodate them. 

Dcclall Kibard observes abollt Joyce's characters. that those "who know how 

to feel onen have no capacity to express thcmselvcs, and , by the time they have 

acqu ired the expressive capacity. they have all but forgotten how 10 fee l. " whilst the 

charactcrs like Gerty who do express feelings havc no depth o f feeling al all , He 

further observes that in the case of languagc, "words are not only shaped by fee lings . 

but COI11C, by a strange dialectic, to shape them in tum,171 

People arC o ft en misunderstood by others fo r impropel'i y express ing their 

feelings and emot ions, nlC instabil ity of language and its futi lity as a carri cr of 

meaning is expressed quitc crfectively in Stephen's dialogue wi th the De'lll of Studies 

al the uni versity: 

One difficulty. said Stcphen. in estheti c discuss ion is to know 

whether words arc being used acco rding to Ihe literary tradit ion or 

according to the trad ition of the marketplace. I remember a sentence of 

I~ Woolf, To The LlghlhrJ/lse 157. 

I" Ulysses ib id. " Introductlon" xl, 
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Newman 's in which he says of the Blessed Vi rgin thllt she was 

detained in thc full compal\y of the sain ts. The use of the word in the 

marketp lace is quite di ffcrenl. I hope I am not dCWUlIlIg you. 

Not in the least, said the dean politely. 

No. no, said Stephen, smiling, I mean ... 

Yes, yes: I sec. said the dean quickly, I quite catch the point : detain." 

By using the stream of consciousness technique Joyce and Wool f free their characters 

from the constraints of language. This also allows feelings and emotions to now 

freely before acquiring socia l acceptability. Woolf shows th is unfamiliarity of socia l 

language in Mr.TansJey's reaction to it who hav ing no knowledge of it doubts its 

"sincerity". On hearing such language,TansJey thinks that the Ramsays talk 

"nonsensc" and laughs to himself. hoping that one day he will reveal the absu rdit y of 

sllch language" in a society where one could say what onc liked ..... . 119 

Most of the wo rks of Joyce and Woolf are steps toward the boundless freedom 

of expression that all modem artists :lspire to achieve. Commenting on Joyce's 

technique Declan Ki bard says: 

The interior monologues of U(rsses pennittcd Joyce to contrast the 

richness o f a man 's imaginative life with the poverty of hi s social 

intercourse. Compared with the lour de force monologues. Ihe 

recorded conversations arc mostl y uns3ti sfaclolY, a bleak illustration 

of Oscar Wilde's witt icism that everybody is good until they lea rn how 

to talk. Words in Ulysses are spoken as often to conceal as to reveal. 

m Joyce. II Portrall 171 . 

IN \Voolf. To Tire 1. lgIIlll/)u$(' 79. 
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T he deepest reelings are seldom shared. and Llsually experienced by 

isolates. Bloom never does forgive hi s wife 's infide1ity in an exch:.tngc 

of words. as he has already forgiven her in his mind. 19o 

The problem of applying acc uJ'ate language to express though t found relief a new 

expression in the stream o f consciousness technique. The writers could now not onl y 

show the character from outside but could also penetrate the ex terior shell and show 

thei r inlcmalthoughls und ree lings. 

The stream of consciousness allowed the writer freedom 10 rise beyond the 

limitations o f language as we know it. Thc tcxt became suggestive and associative. 

Ulysses is, therefore, much more challenging to the reader than A Porlrlltl . We have 

the same Stephen and in the beginning it does seem a sequel to A POrlr(l;1 hut Joyce 

has actually deve lopcd the stream of consciousness technique to a stage in which 

complete sentences gradually fade into the background; meanings of full sentences 

arc represcnted by phrases. sometimes words and at times even by initial letters of 

several words combined 10 make a new word. The images have thereby become more 

signifi cant and the nalTative has become more symbolic. 11 is a totall y new world of 

creation which questions the realit y o r things we perceive and Ollr knowledge of 

objec ts which is contro ll ed by our senses and experience. [n Stephen 's stream o r 

conscIousness in Ulysses the reader finds Stephen to be the stnlggl ing artist and 

accordingly his stream of consciousness is rendered as highl y metaphori ca l. It is as i r 

this is a conscious response to Clive's comment which states- "it is no good break ing 

, .. , U J) J$('J. IbId "Inlroduction" XXXVIII 
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down a scene if it only adds up to itself, llIl A continuous association of similar things 

are linked together in his stream of conscio ll sness thus the scene takes on an extcnded 

meaning, David Hume spokc of the human mind as being "a kind of theatre, whcre 

several perceptions sLlccessively makc their appearance, pass, re-pass, glide away. 

and mingle in an infini te variety of postures and situations" I~2. Stephen's mind 

abounds with an array of esoteric perceptions. Joyce 's creation of Molly' s stream of 

consciousness is considered as an extreme example of the technique, 

The stream of consc iousness technique has given both Woolf and Joyce the 

objectivit y Ihal they were seeking in the novel. It has also enabled them to effectively 

change the concept of perspective and make the text more suggesti ve, The role o flhe 

reader has changed from bcing inactive to being intcractive, W,th Woolf pulling on 

the strings of the heart and Joyce pulling on the strings of the brain, the work ofthcse 

two modernist writers rcally do complcmcnt each othcr. Going beyond the limitations 

of language these writers have given to their novels a freedom previously unthinkable. 

ttl ('II\,(' SCOU, "Symbolism. Decadence l1nd lmpr('ssloltlsm." Modermsm, A (jw'dc to EUl'QpctJlI 
Lm'r(ltur(' 1890·1930, eds, Malcolm Oradbury and James McFarI3m:(LQudon: Penguin, t991) 225 

III D:lvld Hum!:, "A Tre:lllse on I-hunln Nnlul'c," As qUOIcd by :'vIichacl H, l.evC' nson, A (ielU~tlfo1J) of 

Mo(/('nll:;m (Cambndge : Un iv, orCambndge. (984) 118, 
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Conclusion: A New Dimension of Understanding 

There are kinds of vi rtuosity in any art which alTect the whole of l iS 

future .. . the novel Illay now be staning upon a fresh Ii fe ... an 

immense vari cty of possible modulations. mixturcs, hannonies of 

Ill cthod. yct untried arc open to il. 183 

At the beginning of the twentieth century every relationship was being 

questioned and humanity was looking for ,m answer for the way things were. As 

arti sts looked al the world around them and saw the technical triumph o f the prcvious 

decade resu lt in death and destruction as never seen be fore, they started questioning 

the meaning of life. As a response to the chaos outside, they tried to understand the 

workings of the human mind. Despite post-modern ist revisions of the modernist 

movement. there is no doubt that the con tributions made by modernism drasticall y 

changed the way we see and understand th ings around us. All aspects of modernism 

may not have been positive, for instance. the Dada ist celebration of war and 

destruction and derivution of aesthet ic pleasure from the ravages of war leave us 

disturbed. But artistic and literary modernism 's main contribution is that it gave the 

world the art of mUltiple perspectives . The technique that developed this concept o f 

varying perspective furthest is the stream of consciousness technique. Th is literary 

innovation forced the reader into an appmisa l of life around him/her. Onee changed 

the view of writers and readers alike were never to fully return to the descriptive 

passages of the eighteenth century or even to the social realism of the nineteenth 

la, Percy Lubbock. Tilt' Craft oj Fiction( 1921)( New Delhi : n .l.pub., t979} 172-173. 
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century. The workings of the human mind delinitcly became part and parcel of the 

world-vicw of the novelistic genre. 

The stream of consciousness shocked the readers with its exposure of the 

uncontrollability of the workings of the human psyche. Why did modernist wri ters 

have to use a technique that shook their readers' sensibili ty? The anSwer 10 thi s is 

cmbedded in a comment of Victor hkolovsky. who says that-

Habituuli'l3tiol1 devours works. clothes. furniture. one's wifc, and the 

fear of war .. . . art exists that one may recover Ihe sensation of life: it 

exists to make one fee l things. to make the stone stony .... Art removes 

objects the automatism of perce pi ion . . . '$-1 

Writers attempted to shock the reader into acceptance of the way things actuall y were. 

not a composi te but a conglomeration of immense vari ety. h was to teach to look 

beyond the mins of war. to trying to match an to the rest lessness they saw around 

thcm; to explore the infin ite possibi lities of represen tat ionlhal would allow their art to 

th ri ve in a world which looked for its so lutions in scicntilie discoveries only. 

Science and techno logy have perhaps made us morc aware of the workings of 

lhe universe, of the way that we func tion in the world . The mcdia enables us to share 

the experience of the li fe of others. Writers nO longer just tell us what a charactcr is 

doing: Ihey show us the thoughts that accompany the actions so Lhat we, as readers, 

can sce what the charac ter sees, fcel what the character is meant 10 feel. We arc thus 

led to re-eva luate ollr positions, be able to sec things from different pcrspect ives and 

U~ Viktor Shklovsky. " Art:ls Tcchmqul'."{ 1917) . RUl .nun Formafr :> t Cl'll iClJm Four £s:>·uy)·. lrans. 
Lee T. Lc=mon :lnd M:anon J. Reis ( Lincoln :and London: UnIversity or Ncbr::.ska Press. 1965) 11 · 12. 
Rpl . Tlw 1nt'QI"l ' ()/ Crr(it'/sm. Frnm PI{l/f) to PI't!~CIII A Rl'mfl'r. C'd. R:.mkln Seldon ( london 3nd Ncw 
York: l ongman. 1988) 274. 
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have a greater understanding of thc people and life around us. It is not enough to 

judge others based upon external actIons and words expressed. Much lies underneath, 

buried deep within them. As we are shown the mony facets of a single character and 

learn how the world leaves impressions on hislher consciollsness we are enriched with 

a deeper understanding of how our own words and act ions affect others; the 

impressions we make upon each other thai constuntly conncct and add 10 our 

perception of our surroundings and the people in it. Woolrs characters teach us that 

there is some sort o f tenderness within each of tIS. even though it differs in range and 

the \\ ay we express it. As we look at the world today with all thc social, political and 

racial misunderstandings that stand in the way of global unity, theSe modernist writers 

show us. through giving us experiences of varied human thoughts. that Ihere is 

mcaning III the fragments. As we look to understand what forces arc detennining the 

psychological and emotional differences between men and women. modernist writers 

show us how impressions of the world around us subtly blend into OUf experience and 

make us whut we nre. 

With the usc of the stream of consciousness technique there has been 

significant change in the readers' expectations. The reader no longer expecls authorial 

directions and comments. slhe has learned how to piece together the bits and pieces of 

sensory impressions given through the consciousnesses of the characters. Slhe has 

learned how to reconstruc t a scene imbued with emotion. The reconstruction does not 

simply add up to the physical surroundings rather it bubbles with the tension of the 

mOlnen!. Each moment has significance in the psychologic~l1ti111e cycle of li fe . Each 

event. each sound. each sight. each murnlur connccts to somethi ng in the past and 

re fonns the present. This is how the st ream or consciousness works; giving modem 
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life the mythical continuity that modem li ving had deprived it of. The stream of 

consciousness brings out thc scnsc that everything connects and has a meaning. 

Since in its own time it was drastically innovative, the reception of the stream 

of consciousncss techniquc was not at all flallering. Due to the fact that" the first 

reception or a work by the rcader includes a test of its aesthetic value in comparison 

with works already read, .. ISj any new work of all arouses suspicion when it departs 

from the nonllS of common literary practice. Hans Robert JULISS gives an inleresting 

example orthe cri ticism new techniques have to face in the following words : 

Fl:lubert 's formal innovation, his principle of "impersonal narration" 

(impllssibiJirtJ) allacked by Barbey d' Aurevilly with the comparison 

that if a story lelling machine could be cast of English steel it would 

function no difrerently than Monsieur Flauben .... 131' 

But as Jauss notes, the reception of Flaubcrt's novel was to change and it is 

appreciated as the tuming point in the history of the novel and an audience was built 

which "came to sanct ion the new canon of expecta ti ons." Ln the same way, the stream 

of consciousness technique, as used by Joyce and Woolf, was also criticized for its 

obscurity and fragmentary nature and in the case of Joyce his skilful usc of the 

technique was overshadowed by an allegation of obsccnity. OUf present day 

experience of the stream of consciousness technique diffcrs from that of Joyce's own 

day, because many aspects of the stream of consciousness technique havc been 

assimilated into literary practice, 

IU Hans Roberl J::lUss . .. LilerafY H ISlory :IS :1 Challenge 10 Liltrnry Theory," 771!~ Nun on Amholog) 0/ 
Tht'ory (l1Il1 Cnl"·'.)'/II, ed . Vmcent B, Leilch el 31, (New York and London : W. W. Norlon & Co .. 
2001) t55 1. 

1$6 buss, 1558. 1559. 
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The innovations 111 the narrative technique were not to deprive the lext of 

humanistic concem, rather the stream of consciousness technique allowed the writers 

to show that even in the disconcerted, fragm entary life of humans there was a 

possibility of improving the condition of life as a whole , The fragments are not for the 

reader to read and despair o f, but to enab le thcm to accept their condition. In the 

Freudian strain of thought. acceptance is the first step towards re lief. It is onl y by 

iden ti fyi ng the actual nature of our conditions that we can start to improvc upon them . 

Writers lIsed the stream of consciousness technique to simulate a fragm entary 

experience of Ii fe thi-It echoes the conclitiol1 or di scontent. The fragments tum out not 

to be fragments but fluid impressions that merge and unite within the consciousness 

of the character. As the reader goes through each pagc of text - sights. sounds. 

thoughts, perceptions - flood the scnscs. Each and every sensation of Ii fe and thought 

becomes doub ly me:lningful as it passes through the reader' s senses as if they were 

hi s/her own. This teChnique of narration has taken us to a point of insight into human 

actions from which we shall never return . 

Though techniques have changed and will change continuously thc stream of 

consciousness tcchniquc has given us an understanding of human nature from which 

all other furth er techniques will take inspiration, Today, even popu lar self-help books 

concerned with ways to understand eaeh other and improve husband-wife rcl:ltions, 

parent-child relations, teacher student relations can trace their origins back to the 

stream o f consciousness technique that has indirect ly taught us that all we have to do 

is look at life from different pcrspect ives and step into someone else' s shoes for a 

moment to attain the understanding we so desperately need, In Woolfs novels we 

find mothers, fathers. sons, daughters and friends hating, loving and caring about each 
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other. Joyce shows us to IwO 10lally dispara.lc human beings (Stephen and Bloom) 

who III spite of thcir contrasting char:lcters ultimately connect wi th each other. 

We as readers no longer look on events and char:lcters as if something apart 

from us. As we experience these character conscioll sncsses and see the world through 

their eyes; we feel the pressure on Joyce's Stephen as he searches for the artist within 

him; we feel the pain of Peter (Mrs./)alloway) as he re- Ji ves Ihe horrifying experience 

of war; we expcrience the transition of Bernard as he s lips fTom one identity to 

another. This is what modernist writers, especially Woolf and Joyce, with thei r skilful 

lise of the Stream of consciousness techn ique, have given us. Now we can talk about 

the 33-year-old idiot , Benjy, of William Fau lkner's The SOlll1d and The Fill)! (1929] 

without insensitively laughing at his condition. Faulkner shows us a totally different 

world frolll the one we arc familiar wi th . We sec the world through dislocated ill1<lges 

and time-s lips and as we feel the unkind treatment of the world towards him we 

experience his confused thoughts and perceptions. We ean look at Mrs. Pontelicr in 

Kate Chopin's "The Awakcning" r )8991 and instead of criticizi ng her outright fo r not 

being a perfect mother we are constra llled in our judgement as we reel how unfulrillcd 

she feel s herself to be. This is an approach 10 a greater understanding of the human 

soul and (III Ih is is possible because modemist writers helped us to sympathetica lly 

understand Ii re from within the mins of an age of ex treme turmoil. 

World War I, with its violent excesses in political-economic policies and 

devastation, dis rupted belief in the stability of Westcm culture and wcstem socicty's 

belief of civi lized superiori ty. Jung's theories of the collective unconscious and 

archetypal symbolism and Freud's interpretation of the divided human psyche as 

COmmon 10 all of humanity, along wi th James Frazer's study of myths and rituals in 
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Go/(/ell Bough: A Stud), in Comptlrlllh'e Religion (1890) challenged the Western 

concept of the divine ri ght to rule the rest of the world. Modcm life bceame a 

blending of cultures. styles. perspectives and, therefore, voices. Previously 

mnrginalised voices were now speaking through the depictions of charac ters of varied 

soci(1\ importance. The cultural co ll ision that occurred lead to a breakdown of a 

coherent social order. Instead of one stable reality there was the presence of many 

perspective views questioning the superiority of westem civili t;ation. ri ghteousness of 

religion, military and economic policies of politics. morality of the new elite created 

by industrial ization. Arti sts found themselves constantly searching fo r meaning in the 

increasingly unjust, senseless, violent, insensitive. and exploi ting world that humans 

had created for themselves. Westcm civilization came to dread its obsess ion with 

technology th,1\ had ultimately resulted in a destructive megalomania. The usc of 

language in poli tics and social lifc had lead to a strong di sparity between words and 

meaning. Language had lost its unquestionable claim to reveal the truth for thcre was 

no longer one truth to reveal; there was always an underlying meaning lurking in the 

presence orthe spoken wo rd . 

Artists moved away from traditional concepts of representation thm they now 

considered inadequate to represcnt the harsh real ities of the post war world . 111eir art 

moved beyond western culture preferring. instead, African and Asian cultural 

innuences. The vanous versions of reality they faced lead them to connicting 

messages from the world around them. The multicultural and dislocated westcm 

culture that the modem world now faced was crucially perplexing for all who 

experienced it especially the artists whose consciousnesses were work ing ovcI1ime to 

!nuke mcaning o f the chaos. The revolutionary experimentali sm in techniques of 
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narration was no t only projecting the artist's perception o f instability, social 

breakdown. blurring of boundaries. but al so antic ipating the hunul1l consc iousness of 

the future. As we-stem writi ng now stnlggles to come to temlS wilh all the multiple 

culturcs and influences to which il is now subject. new ways of looking at the world 

are now emerging. Through her work , Gloria Anzaldua, the Mexican American wri ter 

and ac tiv ist. explores the diffi culti es of multicuhural identity in the bclicfthilt we are 

all " mixtures." Gloria Anzaldua' s theory of a "new mestiza"I !? which is a product of 

the co lli s ion of di verse cultures can appropriately be used to cons ider how artists 

coped with the pressures of di versi ty. Anl.aldlla's 'mestiza ' is caugh t up in a co lli sion 

of cultures and cultural values that leads to the experi ence of ;'e struggle of the nesh. 

a struggle of borders, all inner w3r,' ,188 The struggle wi thin results in a heightened 

tolerance of contradictions and ambiguity. The new mest iza consc iousness persists in 

creating a new Icvel o f perception which encompasses unlimilCd possibi lities of 

reality. Like the modcm artiSI who copes with his dislocation in time and space by 

making hi s art open to mult ip le possib il ities and creati ng multiple meanings, the new 

mes ti za di scovers that the psyche can only cope by remaining Ocxible and open to 

alien concepts. She reali ses that the perception of ;'connict ing infonmHion and points 

of view" leads to ";) swamping of hcr psychological borders." As a so lution 10 

di slocation and alienation resultant from the breakdo\!f1l of cultural stability Anzaldi'3 

proposes that thc tcnsions between race and gender can be so lved by " heali ng the split 

'" La m<'Sllza - an 'alien' consclousncss which IS a product of the transferoflh( cultural and splntual 
\""al ues of one group to another 

Its Glori:! AnZllldt',3, "A Struggte of Dorders," From Rorder/mu/.I! La Frontern . Tht' Nell MeSlll n. Tht' 
NOr/ml "",'wlog1 olTheory and Crifl(:islII 2212. 
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that originates 111 the very IOltnd'ltion o f Our lives our culturc. our languages. our 

thoughts." 

The stream o f consciousness technique antic ipates Anzaldua 's proposal by 

probing into the human consciollsness to perpetuate a greater understanding ofhul1lan 

thoughts and actions and bring about a stronger dissemination o f humanity. On 

entering the vortex of human consciousness the literary artist seeks to embrace all the 

diverse ways of connecting opposites. contrari es and contradictions. The harmony 

thus created. frol11 diversity and conflict. holds the strain of Freudian and Jungian 

psychology. The stream o f conscioll sness tcchnique. therefore, plays out its socia l role 

by assisting in - the creation of a new awareness and consciousness of social and 

artistic change; bringing about change in the perception of the se lf and of Ihe 

politica ll y correct; and destabili zing precepts of language in trying to capture 

impressions and reactions within the thought-stream in their essentia l st.lle before they 

arc tainted by societal and political expectations. 

The stream of consciousness technique has come a long way frolll the initial 

experiments of Dujardin. Dostoevsky and Richardson. It is no longer alien to the 

narrative, but has become part of the cultural mult iplici ty frolll which it was bom. It 

has becn modifi ed from the extremities it knew to a fonn which is now common in 

literary usage. And. no matter how narrat ive techn ique differs from the stream o f 

consciousness technique of Woolf, Joyce and other talented art ists, literary narrative 

will always benefit frOIll the richness of perspective and poss ibili ty that the st ream of 

consciousness techn ique and other such techniques of probing into the human 

consciousness. have provided. 
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