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Abstract
Through an analysis of the work of Virginia Woolida T.W. Adorno’s theory of the

aesthetic, this dissertation seeks to develop &gsoef criticism that takes account of
the philosophy of the non-identical in subjectiveerience. As the subversion of the
positivist and subjectivist tendencies of identhinking, Adorno’s negative dialectic is
read here in parallel with Woolf's work as an exsenpf a discourse that preserves the
particularity of experience. Much of Woolf's wrigrabout music is in the form of diary
entries, letters and notes or jottings and is daru unfinished. Her writing about
music pushes her to the extremes of essayistitipeaghere she is forced to improvise
and invent a musical-critical voice. This disseoiatargues that subjectivity and
aesthetic experience are constructedativelyin Woolf's diaries, letters and essays and
by reading her tendency to resist describing musigperiences as a resistance to the
domination of conceptual subsumption, | hope toastttat Woolf’s writing could offer

a new perspective on criticism. The present wakknapts to develop a three-fold thesis,
the presentation of which will constitute a poeti€riticism. Firstly, Woolf's attempts
to write a critical selfhood actually serve as iique of transcendental subjectivity and
undermine the ideology @ priori subjectivity. Secondly, Woolf's essays complement
work done by Adorno on genre theory which asségs ¢ontradiction remains essential
to the critical essay, contradiction which secuhesidentity of negative dialectics and a
contradiction that can simultaneously be read addmental to the architectonics of a
modernist subjectivity. Woolf's essays, therefosdl] be read for their potential status
as a means of critique. And thirdly, the technigbi@arataxis as a form of writing that
Adorno thought best expressed the inaccessibifitpbjectivity will be shown to be
decisive in analyzing Woolf's fragments. What | koo assemble, therefore, is a
constellation of ideas that map several pointsoohection between Adorno and Woolf.
By effecting a salvaging of Woolf’s musical mardiaahis thesis argues that ostensibly
ill-informed or naive testimony can be given lagiicy within contemporary music
criticism. In addition, this thesis presents ak tieferences to music found in Woolf's
diaries and letters, and, as such, the appendmewifat the back of the dissertation
constitute not only the first attempt to bring tmaterial together, but are also presented
in such a way so as to reinforce the paratactiaalre of Woolf’'s writing about music.
That is to say, structurally, the appendices appsathey appear in Woolf’'s original
texts, and this thesis has, self-consciously, triedresist the conceptual over-
determination of these fragments. This structurahsieration implies that this

dissertation fulfils a performative, as well an lgtieal function.
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Introduction

We went to Salome (Strauss, as you may know) ligsit.nl was much excited,
and believe that it is a new discovery. He getsatgemotion into his music,
without any beauty. However, Saxon thought we vegreroaching upon Wagner,
and we had a long and rather acid discussion. ldeahaamazing knowledge of
detail — | can’t think why he doesn’t say somethingre interesting...l must start
for the opera.

(Virginia Woolf, letter to Vanessa Bell from Tuegd24 August, 1909

Woolf’'s veiled attack on Saxon Sydney-Turner’'s manusical literacy reveals a
guestion about the nature of musical criticism tr&cipitates much of the work done
in this dissertation. Her accusation that ‘knowlkedd detail’ does not necessarily yield
something ‘interesting’ exposes more about the derily of the relationship between
aesthetic experience and criticism than this segiyincidental remark would have us
believe. But therein lies its importance. Woolf'sstthcted afterthoughts about the
limitations of technical interpretation touch opeatentially philosophically rich terrain,
and yet, she resists developing it. This disseratwill continually evoke Woolf's
critical exemplarity via her own eschewal of intellual mastery of the domain of music.
Her writings about music are framed by an anxietisimg from the practical
impossibility of sound judgement around music. Srées to Ethel Smyth in 1932,
‘My taste is very limited. | can’t judge music anyore than someone else can judge
articles in the T.L.S.” (L4: 135) It is with this imind, then, that my approach to Woolf
focuses on a less well defined area of her work @nd/oolf scholarship in general,
namely, her music criticism.

Even at this early stage, it might be a little ®egling to speak in “concrete terms” of
Virginia Woolf's music criticism as lbona fidesubgenre of her oeuvre. Such a category
might imply that a well-defined body of work of magriticism already exists, waiting
to be examined. However, this is not the case. M oolf's thoughts, musings, and
opinions about music were articulated in the foriretters, diary entries and essays,
and often did not reach the form of a finished ei®¢ prose. It is well-known that

Woolf felt passionately about music, and, certaimhy many instances in her fiction,

! (Woolf, 1975: 410)
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music and musicians play an integral role in theatewve and through quite abstract
invocations of musical qualities in the compositmfrthe fiction itself. Rachel Vinrace
is a pianist inThe Voyage Ouf1915); Cassandra is a flautist and keenly appiesia
Mozart inNight and Day(1919);Between the Actdl941) is replete with references to
musical performances, singing and dancing duriegstiaging of a village pageant. In
addition to this, several of her short stories diswe explicit musical content, ‘The
String Quartet’ (1921), ‘A Simple Melody’ (1925) @nSlater’'s Pins have no Points’
(1928). Interestingly, though, and as Emilie Crdpbpoints out in her studyirginia

Woolf: A Musical Life what is significant about Woolf’'s relationship mausic is the

relative silence she maintains with regards todwelopment of broader philosophical

or aesthetic arguments:

It is particularly noticeable [...] that any aestketrtistic or philosophical inquiry
into the nature and role of art is constantly agdidthwarted by a narrator who
breaks off from giving us the full conversations][conversations are implied but
never fully disclosed. (Crapoulet, 2009: 7)

This dissertation seeks to develop arguments ttmtramodate Woolf’s reticence,
by theorising that music, for Woolf, is a way oftining a specific kind of subjective
stance that resists fully determining its own eigrazes. Furthermore, | will suggest
that from this, it is possible to speculate thatsimdunctions as a vanishing point in
Woolf's non-fiction and organises its discoursesiuch a way as to reinforce and
legitimise the postulate of a fragmentary subjefstivSome commentators have
recognised that Woolf's non-fiction has still to temprehensively analysed. As Leila
Brosnan points out in her studyeading Virginia Woolf's Essays and Journalism,
Woolf's non-fiction 'has been viewed from anglesatthdisguise its shape and
dimensions." (Brosnan, 1997: 2) My reading of hen-fiction will contribute to the
development of these hitherto overlooked aspec®ailf's criticism.

However, this salvaging of these overlooked aspa&c¥§oolf's non-fiction is also
motivated by the potential to realise the philosoghrigour that is implicit in her
thought. To that end, it is my intention to showatthy reading Woolf's thoughts on
music in parallel with T.W. Adorno’s aesthetic thies, we are propelled to significant
insights into Woolf and to the wider context of reodist criticism. And beyond that,
this work will bear upon the practice of criticisand the role of the critic.

Broadly speaking, therefore, this dissertation ailalyse the work of Woolf in the

light of Adorno’s theory of the aesthetic. The pipal outcome of this endeavour will
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be to effect what | have termed a salvaging of Weohusical marginalia, and a small
selection of her essays, by exploring the constmabf subjectivity, and the ways in
which music functions as a site for the articulat@and stabilisation of a particular
subject positiors. This will be done by reading Woolf's work in pdetlwith Adorno’s
philosophy of the non-identical in order to sugg#st subjectivity and aesthetic
experience are constructedgativelyin her diaries, letters and essays. That is tolsay
reading her tendency to resist describing musiga¢éeences precisely as a resistance to
the subsumption of experience under conceptsthibiss will construct perspectives on
criticism in three domains. These three domaingar@amount to a poetics of criticism.
Firstly, Woolf's attempts to write a critical setfbd, | argue, actually serve as a critique
of transcendental subjectivity and undermine theolidgy of a priori subjectivity’.
Secondly, Woolf's essays complement work done byrAd on genre theory that
asserts that contradiction remains essential tatiieal essay. It is this contradiction
that secures the method of negative dialecticsjsadontradiction that is fundamental
to the architectonics of a modernist subjectiwioolf’'s essays, therefore, will be read
for their potential status as a means of critiqguad thirdly, the technique of parataxis
as a form of writing that Adorno thought best exgex the inaccessibility of objectivity
will be shown to be decisive in analyzing Woolftagments.

At this juncture, it is worth trying to charactexigzhe precise nature of the
relationship between Woolf and Adorno here. Woslhot an example of an Adornoian
thesis or concept. What | hope to assemble, instsad constellation of ideas that
potentially map several points of connection betwAdorno and Woolf. The adoption
of the rhetoric of the constellation betrays certsympathies with Adorno’s paratactic
philosophy, and in this sense the following worK-sensciously approaches reflection
as the expression of an attitude towards objegtiaitd not as an act of subjective

determinatiorf.

2 By using the word salvage I make tentative reference to the Benjaminian notion of Die Rettung
(redemption/rescue). This has strong theological connotations of redemption that go beyond the scope of
this dissertation, but do at some level inform my thinking. It also brings into view the idea of radical
remembrance of what might be lost or overlaid by writing and history.

3 Adorno refers to the transcendental subject as an agent of ideology, ‘The definition of the transcendental
as that which is necessary, a definition added to functionality and generality, expresses the principle of the
self-preservation of the species.” (ND: 179)

*In Negative Dialectics, Adorno writes that, “The constellation illuminates the specific side of the object, the
side which to a classifying procedure is either a matter of indifference or a burden.” (ND: 162)
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Literary Resources

From Woolf's oeuvre, | began by looking at the nmiaa¢ja and three essays which
refer specifically to music, but as this study hbeveloped, | have broadened this
reading of Woolf and now include reflections on théowing essays, ‘The Common
Reader’ (1925), ‘The Modern Essay’ (1925), ‘Streletunting: A London Adventure’
(1927), ‘Sketch of the Past.’(1939) and ‘Eveningero$ussex: Reflections in a Motor
Car (1942). Strictly speaking, Woolf wrote onlyr¢le essays on musignd the rest of
her musical marginalia consists of copious diariries and letters that often did not
reach the form of a finished piece of prose. Irsteehat is left is a series of fragments
that could, in essence, give us an insight into Bbes appropriated music and aesthetic
experience in her writing. The present study igiodl in that it brings together as many
of these extracts as has been possible and argaie¥/bolf has something significant
to say about musical experience and the natureusfaal criticism. No other work has
yet tackled this particular subject. Of recent Weoholarship that also concerns music,
Emma Sutton has written numerous papers on Wagmesizd Woolf that address,
predominantly, the cultural politics of music. EidcClements has taken up the socio-
psychological role of music in Woolf’s fiction ineh article, ‘Virginia Woolf, Ethel
Smyth and Music: Listening as a Productive Mod&aotial Interaction’ (2005), David
Dowling, in ‘The Aesthetic Education of Virginia W', mentions music in passing as
having an effect on the general development of YWodaesthetic faculties. Karen
Smythe in ‘Virginia Woolf’'s Elegiac Enterprise’ (29) makes analogies between
Woolf’'s work and the musical form of the elegy. Bapter in the collection of essays,
The Multiple Muses of Virginia Wodlt993) entitled “The Second Violin Tuning in the
Ante-Room”: Virginia Woolf and Music’ pays homage the musical influences in
Woolf’s upbringing.

But perhaps the most important text of recent sulsbip concerning Woolf and
music, for the purposes of this dissertation, haenbSanja Bahun's essay, ‘Broken
Music, Broken History: Sounds and Silence in ViigiWoolf's “Between the Acts™

which is part of a forthcoming edition on Woolf ahtisic.® Bahun's essay begins by

°In chronological order, ‘Street Music’, “The Opera’, and ‘Impressions at Bayreuth” can all be found in The
Essays of Virginia Woolf: Volume 1 1904-12, ed. by Andrew McNeillie, 6 vols (San Diego; New York; London:
Harcourt Brace Jovanovich, 1986).

¢ Virginia Woolf and Music, ed. Adriana Varga (Indianapolis: University of Indiana, forthcoming).
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recognising Woolf’s (and in this instance Schoegisg¢rconcern to develop a means of
expressing ‘the variegation and simultaneity of riegsions received by the human
mind/body’ (Bahun, forthcoming). Bahun makes tharwrtion between Schoenberg
and Woolf by drawing out a shared preoccupatiorh wite fragmentary nature of
experience and their concordant desire to makeetlfregments whole, ‘To capture
heterogeneity — or, if one wills, isolation — oé#e fragments and yet present them as a
“unified whole,” becomes a common mission of mod#rmusic and literature.” (2)
Their common mission, as Bahun puts it, highligii® congruity between Woolf’'s
mature art and the modernist music poetics.” Moegolthis correspondence is based
neither on transposition nor on emulation; it ip@ssion wrought by shared history.” (5)
This shared history is one which seeks to redeseifithrough the ‘(re)generative
powers of art’ (6), and thus, modern aesthetic riegles are forced to adapt and
respond to the ‘annihilating work of history’ (6y inding a way of articulating the
‘(im) possibility of human agency at the beginniofjthe Second World War.’ (6)
Woolf's Between the Actss read for the ways in which it might represetite’
emancipation of sounds’ (15), presumably in refeesto Schoenberg’s emancipation of
dissonance in which there is no formal obligationrésolve harmonic, melodic or

rhythmic tension. The dialectic is reinterpretedasg agonic in Bahun’s essay:

For Woolf as much as for Schoenberg, the self-gymrtive way in which history
unfolds is a continuous recurrence agjons between conjoined opposites — a
structure of unrest that may take the form of histd games, struggles between
the sexes, chords in tension, verbal juxtaposifi@ml epistemic or harmonic
unresolves. (14)

This implicit mode of contradiction is precisely attthis dissertation seeks to interpret
in reference to Woolf’s rendering of a self, andtlns sense, could be said to be a
developing of the ‘self-reproductive’ movement tBaihun refers to.

In addition to these explicitly musical essays, thesent thesis is also indebted to
the following books which aided my research on Weatssays and the discourse of
criticism: Ann Banfield, Thé?hantom Table: Woolf, Fry, Russell and the Episteqyo
of Modernism(2000), Leila BrosnarReading Virginia Woolf's Essays and Journalism
(1997), Claire de Obaldidhe Essayistic Spirit: Literature, Modern Criticisamd the
Essay(1995), Graham Goodlhe Observing Self: Rediscovering the EsEH88),
Elena Gualtieri,Virginia Woolf's Essays: Sketching the P4&000), Beth Carole
Rosenberg and Jeanne Dubino (edsginia Woolf and the Ess&i1997).
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In addition to Woolf's writing, | will be working losely with two of Adorno’s
essays, ‘Subject and Object’ (1969) and ‘The Essayorm’ (1958), as well as his
major worksNegative Dialectics1966 and Aesthetic Theory1970). My reasons for
choosing to focus on Adorno’s late woNegative Dialecticsand the posthumously
published Aesthetic Theoryis because they represent, amongst other things, t
extremes of Adorno’s post-war thought that mustdsal as one and the same effort to
sustain writing, and indeed, aesthetic experiemc¢heé dialectic of melancholy and
redemption. IfNegative Dialecticds a diagnosis of the failure of philosophy and th
Western Marxist tradition, thefesthetic Theorgan be read as the attempt to salvage
something from the failure of reason through theereptive power of art. Both works
confirm Adorno’s commitment to the concept of thenndentical, that is, to the
resistance to the dominating impulse in thought sleaks to synthesise experience with
conceptual thought and resolve immanent dialecteradions. This commitment to the
non-identical presents itself formally in Adornoigork; neitherAesthetic Theoryor
Negative Dialecticsare written in continuous prose, both resist parage (true
thinking, for Adorno, resists paraphrase), and btih some extent resist easy
comprehension. But Adorno’s refusal to organizearguments and observations into
subordinating hierarchies which privilege one positover another were more than
choices in style, they were fundamental to his ahet of the constellation; a
Benjaminian term that he adopted to characterig®de of theorization which clusters
contrasting, as opposed to homogenous, elementsssim resist any reduction to
fundamental essences or grounding principles. VA&ofhirroring of Adorno’s
paratactic style through the presentation of forteahniques like ellipses, juxtaposition,
bathos and fragmentary, non-linear passages ofctax¥irm the possibility of reading
Woolf's as paradigmatic of a non-synthesising, dominating discourse.

| characterise my use of Adorno as facilitatingabvaging of fugitive experience
in Woolf. The idea of salvaging signifies a potahtiescuing of material that may
otherwise go unnoticed. The peripheral nature efrémarks about music and musical
experiences contained within Woolf's oeuvre medrs they could, ostensibly, be
regarded as biographical debris; remnants of diéythat are without value, the scraps
or detritus of a writer who is perhaps better knofen her achievements in and
contributions to British modern letters, ratherttar her insights into music. A survey
of recent literature on Woolf suggests that inteneghe critical import of her essays
and other non-fictional writing continues to gatiierce. But what is distinctive about

my study is the explicitly theoretical nature okthnalysis. The work done here is
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therefore dependent on the veracity of Adorno’sdise Given the highly speculative
nature of his reflections on the aesthetic andtatlife, it is not my intention here to
provide advocacy for Adorno’s cultural theory, ethby reading Woolf through
Adorno, | will argue that it is possible to find ipts of mutual elucidation in their
respective work.

This elucidation might also be thought of in terro Martin Heidegger's
Entsprechung a term he uses to imply that any questioning alsequent response to
something be vital, alive, a resonant receptiveness ‘responsion’ in the liturgical
sense of participatory engagement. (Steiner, 19478281y reading of Woolf's work,
therefore, must not be a passive reading, it mossimply present an analysis or give
an interpretation of a given text because the té&ntsprechungimplies that a
correspondencdakes space between thinker and thought, betwleerfundamental
guestion and the response. The thinker, Denker andthe critic, is responsiblan and
for his practice of thinking. Considering Woolf théecomes more abolistening to
her texts, hearing what they might say and beirggptve to whatever they might
present to us. In answer to the question ‘Whathdopophy?’ Steiner notices that
Heidegger actually makes use of a musical analogiescribe what he considers to be
the only genuine kind of response to such a questthere there is true matching and
correspondence, where question and response aharmonic relation, there is a
phenomenon of accord, of right tuning.” (1978: 3%) look for moments of accord
between Woolf and Adorno might also be a way toapérthe nature of the work
undertaken here.

Much Anglo-American scholarship subsequent to Ad&n arguments
reconfigures itself around the philosophy/art ditite and of that subsequent
scholarship the present work is indebted to, anmtooityers, J.M. Bernstein’s chapter on
Adorno in Fate of Art (1993) Andrew Bowie’s location of Adorno withinider
philosophical conceptions of subjectivity in hisokoAesthetics and Subjectivity: From
Kant to NietzscH€1990) and Lambert ZuidevaartAdorno’s Aesthetic Theory: The

7 See Martin Heidegger, What is Philosophy? (London: Vision Press Limited, 1956) from p.69 for a lengthy
exposition on Entsprechung.

8 The importance of the tradition of musical-aesthetic thought is described by Andrew Bowie who, in his
chapter ‘Music, Language and Literature’” from Aesthetics and Subjectivity: From Kant to Nietzsche gives us a
reason why it would be useful to remember G.W.F. Hegel when we consider the treatment of the concept
of music in late 19" Century German aesthetic thought: ‘His remarks in the Aesthetics, though
enlightening in themselves, are probably most notable because of the way they epitomize a subsequent
view of music which plays a role in much subsequent aesthetic theory, particularly in the Marxist
tradition.”. Bowie, A., Aesthetics and Subjectivity: From Kant to Nietzsche (Manchester: Manchester University
Press, 1990) p.180.
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Redemption of lllusiof1991)for its clear explication of some of the more poétly
charged aspects of Adorno’s theory. Many of thesg¢sthave in common the shared
acknowledgement of how problematic it is to tryréeframe and reconsider Adorno’s
arguments given the inordinately complex and,raé$, inaccessibly dense nature of his
writing. A consequence of this re-framing and residering of Adorno’s work is that
much secondary literature chooses to focus its satiomof Adorno’s thought towards
different apexes. In other words, it is not juse teomplicated and, at times,
contradictory nature of Adorno’s thought that onastncome to terms with, but also the
fact that so much of what has subsequently beettewrican only ever, in truth, refer
with any great authority, to one or two aspectsisftheory. This is, however, likely to
be more an indication of the diversity and overwtiably vast scope of Adorno’s work
than it is a reflection of those who commit to urstiending him.

In the figure of Adorno, then, we have on the oranc the philosopher,
aesthetician, social theorist, music critic, mukigst, composer, and on the other hand
there is Adorno the essayist and literary theoaist it is with these latter identities that
this dissertation will be concerned. One of theethioncerns of my analyses of
Adorno’s work has been their form, and the fact,tiadependent of their content,
much of his work acquires its own aesthetic; thdstgresented here are aphoristic,
incomplete and fragmentary. And in this sense, tmyd be seen to be ‘in tune’ with
Woolf’'s marginalia which are also sketchy, faltgrind unfinished.

It can be shown that Woolf’s relationship with Biosbury was another example of
the ways in which an essayistic approach to csiticivas being fostered. Furthermore,
the rhythms and pace of the ‘essayistic spirit’ barseen to be supported and reinforced
by an urban environment. In a letter to Vita Satda¥West written on 13pril 1926

she writes:

We all chatter hard, about music — Eddy explainsuaid" Century music and
rhetoric — Duncan attacks: but seldom uses the Wertheans: he sometimes has
to unbutton his waistcoat while endeavouring: vémeresting: we compare
movies and operas: I'm writing that for Todd: ratbelliant. All, to me, highly
congenial, and even a little exciting, in the sgright; hammers tapping outside;
trees shaking green in the Square: suddenly weifsd@ and all jump up. (L3:
255)
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‘Chattering hard’ about music was a pastime Woalfl ahe Bloomsbury Group
indulged in frequently; in fact, chatteriradpout music was more often done by Woolf
than, say, playing or performing music. Thougheqtlicitly ‘musical’ herself (musical
in the sense that we might understand somebody t@Ho can, for example, play an
instrument or read musical notation) Woolf, as basn shown, expended a great deal
of time and energy not just attending actual muigiegformances and concerts, but also
participating in and contributing to the discoutisat surrounded music at the time. In a

letter to Vanessa Bell on Monday, AGgust 1908 she writes:

By this mornings post, too, | got a card, with ncashieroglyphs; halfway though
breakfast, | sang my song to keep myself in spiated saw it, as though in a
mirror before me — mocking me. | at once changedumg, and sang the second
song; which no one knows. Tell the Chipmonk [Clive$ malice is thwarted; |
sang for half an hour, and all the house crouclmetthe step to listen. (L1: 348)

Woolf very much enjoyed music and wanted to be gabdusic, and at talking and
writing about music. Most of her musical culturegkred around the London scene at
the time, and a lot of her diary and letter entggmply state that she was going to or
had been to a concert. In fact, though, thereasae to believe that music played more
than a supporting role in the development of Waoltitical vocabulary. She was
continually searching for the kind of establishetiaal framework that would allow her
to write fluently about any given art form, andhalagh she could rely on the well-
established literary canon of criticism, she woaften express her frustration at the
lack of a canon of music criticism. It may well ltken, that Woolf’s frustration at the
absence of a more formal critical language for muss compounded by the informal
nature of her immediate intellectual and culturatreundings, most notably the
Bloomsbury Group. But it may also be that this firason led Woolf to developing an
essayisticapproach to music, as opposed to a more formahement one that she
thought she lacked.

Woolf's developing critical style in the context Bfoomsbury demonstrates this
perfectly: the informality of the intellectual seybf Bloomsbury fostered a longing for a
more formal set of critical-analytical tools witthigh she could write about music, yet
at the same time, this informality also allowed erdevelop the hypothesis that a

critical response to a work of art could maniféself in the preservation of the distance
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between the art-work and the viewer, listener adeg. Rather than attempting to over-
determine the work of art through interpretation explanation (both of which a
rigorously formal musical-technical vocabulary mtidicilitate), Woolf intuited that an
adequate response to a work of art might mobilisé deploy alternative, essayistic
critical strategies that emerged from a more semssted, more immediate kind of
engagement with art. It is my intention here to igto more detail about the
Bloomsbury Group, and they are discussed as an @&aoh how the essayistic spirit
may have come to be fostered in Woolf, a spirit thegins with the people she lived

and worked amongst.

Bloomsbury and Musical London

The Bloomsbury Group has come to promote, standefen, the development and
radicalisation of aesthetic and artistic ideals] ey may also be remembered for their
commitment to the art of criticism, and the disseuof judgement concerning art and
literature. Speaking straightforwardly (followingom Woolf's own example on the
subject), Bloomsbury could be considered a placgoap, a specific juncture in history,
an artistic assemblage, a collection of friendsawlrintellectual clique. And, for the
most part, all of these labels would possess anegie of truth and could be regarded
individually (and collectively) as a reasonably arate summation of what Bloomsbury
was. S.P. Rosenbaum writes in the introductiowitiorian Bloomsbury:The Early

Literary History of the Bloomsbury Group

The Bloomsbury Group was a collectivity of frieraisd relations who knew and
loved one another for a period of time extendingrawo generations. Because
friendships were the original and enduring bondshef Group it is somewhat

misleading to think of Bloomsbury as a movemenedasn philosophical, moral,

artistic, or political affinities. The Group hadcuaffinities, and understanding
them is essential to its history, but the affiriteame with the friendships, not the
other way round. (Rosenbaum, 1987: 3)

In terms of peoplehe Bloomsbury Group was a collection of Englishitevs,
philosophers and artists who frequently met betwasut 1907 and 1930 at the houses
of Clive and Vanessa Bell in Bloomsbury. They d&sad aesthetic and philosophical
questions and were strongly influenced by G.E. Mdtrincipia Ethica(1903) and by
A.N. Whitehead's and Bertrand Russefi$ncipia Mathematica(1910-13) Nearly all
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the male members of the group had been at Trinitiing's College, Cambridge and
most of them had been "Apostles”, i.e. memberdef'society,” a select, semi-secret
university club for the discussion of serious qioest, founded at Cambridge in the late
1820s by J.F.D. Maurice and John Sterling. Tennysarthur Hallam, Edward
Fitzgerald, and Leslie Stephen had also been AgmsBy the early 1900s, the literary
critic Lowes Dickinson, the philosophers Henry Suiltk, J.M.E. McTaggart, A.N.
Whitehead, G.E. Moore, and the art critic Roger, Ainsho became one of the
Bloomsbury group himself, were all members of theug. The Bloomsbury Group also
included the novelist E.M. Forster, the biograpbhgiton Strachey, the art critic Clive
Bell, the painters Vanessa Bell and Duncan Graetgtonomist John Maynard Keynes,
the Fabian writer Leonard Woolf, and, of coursergWiia Woolf. Other members
included Desmond McCarthy, Arthur Waley, Saxon 8iditurner, Robert Trevelyan,
Francis Birrell, J.T. Sheppard, the critic Raymavidrtimer and the sculptor Stephen
Tomlin, Bertrand Russell, Aldous Huxley, and T.8o&

In order to contextualise the development of Waol$sayistic spirit, it is necessary
to remember some of the ideas that influenced ttistia and intellectual thinking of
the Bloomsbury Group. These ideas (very broadlyakipg) could be said to be
concerned with the influences of the growth of Sliem and the artistic movements of
Impressionism and Post-Impressionism. For the mapof this dissertation, | wish to
focus on a more oblique aspect of the Group’s letalal and artistic nature, an aspect
which | think supports the notion of Woolf’'s devpiong essayistic practices. | will refer
to this aspect as the dialogitature of Bloomsbury. In a letter to Vita SacledllVest

written in 1927 Woolf comments that;

English village life seems to me stark raving matheir feuds, their jealousies,
their suspicions — Oh and does it strike you tha¢'® friendships are long
conversations, perpetually broken, but always abmitsame thing with the same
person? With Lytton | talk about reading; with @iabout love; with Nessa about
people; with Roger about art; with Morgan aboutiwwg. (L3: 337)

It could be said that of the many influences timat Bloomsbury Group had on
Woolf, it was their conversation and dialogue tlgamost relevant to the concept of
essayism and to this dissertation. The natureeofrttellectual and artistic dialogue that

was characteristic of Bloomsbury, in which indivadlupositions could be seen as

° The Bakhtinian term ‘dialogic’ is developed in his work, The Dialogic Imagination: Four Essays, trans. by
Caryl Emerson and Michael Holquist, ed. by Michael Holquist (Austin: University of Texas Press, 1981).
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changing and mobile, ill-drawn, perhaps, directytpin to essayism and the notion that
the essayist works out his position in dialogichfas. Moreover this approach means
that a critical subjectivity can come to be repnésd by the momentary, haphazard,
even aimless character of conversation that eviytfiads form in Woolf's essays,
diary entries and letters. Furthermore, not onlgslthis approach make essayism an
extension of a critical practice that already osc(that of dialogue, sophistry, debate,
Plato etc) it also seems to reflect the inhereutigtable quality of Woolf's (indeed so,
perhaps all of our own) evaluative judgements abatitand in particular, about music.
Reading any biographical history of Bloomsburye arannot but be struck by the
seemingly exhaustive nature of Bloomsbury's diadogand the practically symbiotic
relationship between intellectual and artistic eomplation or reflection, and talking, or,
as was often the case judging by Woolf's correspooel, arguing. Quentin Bell says

this about the group's capacity for and level afatjue:

Nothing is more indicative of a group than its taflothing is more difficult to
reconstruct. Even of those latter conversatioitde.how remains...I should say
that the talk was not brilliant. By that | meanttiaere was not so much in the
way of pyrotechnics, none of that launching of madtsat conscious soaring
scintillation...It is true that Maynard Keynes wimd of paradox, that Lytton
Strachey could suddenly produce remarks of dewvagtaicuteness, and that the
whole of Desmond McCarthy’s astonishing charm sektoelie in his tongue,
while Virginia Woolf was able, in later life, to elmant her friends with a particular
kind of conversational fantasy. But the tone wahjrk, derived from G.E. Moore,
which meant that there was a certain high seri@assirethe conversation despite
its gaiety, that there was quite as much argumegbasip, and that in argument it
was supposed, at all events, that the contributase looking for truth, not
victory. (Bell, 1968: 33)

In many ways, as important as it is to shed ligpbru the aesthetic debates
surrounding the Bloomsbury group, any consideratibtheir reflections on art must to
some degree be conditioned by the political climatéhe turn of the century. Despite
the fact that Woolf and her contemporaries coulddid to have been entering an ethos
of modernism, or could be thought to have produeerk belonging to a modernist era,
many of Bloomsbury's and indeed many of Woolf'syeangagements with art and
literature contained the residue of a Romantic liskea that stubbornly refused to
disappear from the discourse of art. This, of ceuisnot a feature specific to Woolf but

is characteristic of modernism in general, eveitsimost brutal forms.



20

Indeed, according to E.J. Hobsbawm, the developrokattistic culture in Britain
from the late 1870s to 1914 was reflective of a Imomre complex divide that seemed
to be appearing across sections of society. Fdanos, the status of art during this
period was indicative of a much wider sense ofigrikat revolved around the terms
'modern’ and 'contemporary' and which questioned/ény identity of bourgeois society.
Hobsbawm argues that this crisis could be ideitifie the differences between those
who made art and those who consumed it. Whilsstarthe suggests, were invested in
the 'flight forward' into progress and developméiné general public were left stranded
by contemporary art practices that displayed a grgwnterest in the concepts of

utopianism and theory. The general public:

Unless converted by fashion and snob-appeal, me@undefensively that they
'didn't know about art, but they knew what thewtlk or retreated into the sphere
of 'classic’ works whose excellence was guarantbgdthe consensus of
generations(Hobsbawm, 1987: 219-20)

We see then that early twentieth century Britairs wself concerned with the nature
of criticism and its epistemological status. Unalol¢udge whether what they liked was
permissible, the British public relied on the e8&dted repertoire of musical classics.
Such ‘classics' in music at least could be fourdy generally speaking, in the work of
Mabhler, Strauss, Debussy, Elgar, Vaughan Williamd &ibelius, and could also be
detected in the continual growth of the operatigerire, with Wagner, Strauss and
Puccini constituting the main stock of composer®sehwork was being played in the
concert halls. In literature too, the names of evgtsuch as Thomas Hardy, Marcel
Proust and Thomas Mann were on the cusp of becocwongmonplace and, on the
whole, one could argue that the status of 'highaathe turn of the twentieth century had
never been more secure. However, the most obvimesatt to what had come to be
considered the 'serious' arts was the simultangmysgth of more popular forms of art;
operettas and popular song, musical comedy andsbend orchestras, reproductions of
paintings and books, the genre of jazz and thenbawis of the cinema were all
symptomatic of a shifting cultural demographic theits revolutionising technology and
discovering the potential mass market appeal ofQuite simply, it was 'the sheer size
and wealth of an urban middle class able to denutee of its attention to culture, as
well as the great extension of literate and cutturagry lower middle classes and
sections of the working classes' that make it jpbes$0o view the early years of twentieth

century Britain in terms of its relative artistiodacultural achievements. However, all
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this obvious change and apparent 'progress' inralilife could not disguise a persistent
uncertainty about the concept of the 'modern’. @dalvm, 1987: 221)

Woolf was well aware of these tendencies and waraevay at the problem of
consumption, the turnover of novelty, and of theyweeal and problematic effects of
cultural inundation (which arguably also definelg&lst Century cultural economies).

In ‘The Decay of Essay Writing’ she writes:

But if you have a monster like the British publicfeed, you will try to tickle its
stale palate in new ways; fresh and amusing shapest be given to the old
commodities. (SE:3)

As a final remark of this introduction, it is worglointing out that many of the marginal
texts that come under scrutiny in this dissertatom not directly intended to feed “a
monster like the British public”. Rather, they bajoto sites of personal privacy or
intersubjective intimacy. And writing that occupidss peculiar register is perhaps
difficult to subject to rigorous scrutiny sincewfis not composed in a manner that was
conditioned by the criterion of defensibility.But what remains significant about
Woolf's marginal writings is that fugitive experiem becomes a site of intense

reflection.

10Tt is arguable that as Woolf became more self-consciously ‘a writer’, she would have begun to compose
her diary entries and letters. But, still, the point remains that she would not have composed them in
anticipation of them being subjected to any overtly philosophical scrutiny.
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Chapter 1
Philosophical and Methodological Considerations

In this chapter, | will survey and analyse the dizei philosophical concepts that
underpin this thesis and will draw out their metblogical implications. Rather than
setting out methodological principles from whiclstgmatic conclusions can be drawn,
what this chapter will do is acclimatise the reattea philosophical approach that is
suspect of over-rationalising the process of gdimgraknowledge. | am presenting,
therefore, philosophical styles which are selficaif self-reflexive, hesitant, and
therefore, at times, torturously slow in buildideeir intellectual resources. But this is
precisely what it required for this examination @fticism. In a sense, criticism is
constituted by unstable and often ill-defined pas and concepts. Woolf occupies
these unstable domains in a remarkable way. The &nd most fundamental idea that
is pertinent here is that of dialectics. Arguabhany of the key insights of dialectical
theory have been mislaid, along with the problecsdtat gave way to the theory in the

first instance.

The Dialectic

The concept of dialectics is crucial to the argutegmesented here. In order to get
at the interior of many of the rhetorical constroies of criticism, it is important to
subject them to their epistemological presuppasstio am arguing throughout this
dissertation that these presuppositions have bettessly examined since the high
point of Idealist philosophy in the late Eighteei@kntury. It has been acknowledged
countless times that Hegel's philosophical aesthehas been crucial to many
subsequent reflections on art and experience. hhagortantly though, for criticism,
was his development of the concept of dialectipsecisely because it challenges the
idea that we are obliged to make distinctions,egitmetaphysical or actual, between
categories of understanding. By removing the litiotes or boundaries of separation,
dialectics undermines many of the dualisms inhergithin a philosophical
understanding of art (true-false, beautiful-uglyc.)e Thus, dialectics fundamentally
destabilizes our relation to objects and concegutsl, for Adorno, dialectical thought

was more representative of what it is actually tikée in the world.
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Though Hegel never wrote explicitly on the philosppof music, or on the
philosophy of criticism, his work is still relevamtere by virtue of his articulations
regarding the cognitive processes of thinking dreldonsequent relationship between
epistemology and aesthetics. One of the most paolvecbnnections between
epistemology and aesthetics came to be epitomigdldebRomantic concept &ildung
(as will be mentioned in Chapter 5 of this dissetg in which it is considered
plausible, if not preferable, that one attain caogtglself-consciousness by way of an
aesthetic education. For Hegel, however, it waseptual thought that represents the
greatest source of knowledge about the possilsildaied potential of experience. It was
essential, for him, that as thinking subjects wiy funderstand the various ‘stages’ and
‘movements’ of thought, and that as rational beinvgs strive for theobjective
articulation of self-consciousness and reality.

It was in the Phenomenology of Spiri(1807) that Hegel first set out his
conceptions of forms of consciousness as part ®fshistem of idealist philosophy
(indeed, Hegel thought of thehenomenologys an introduction to th&cience of
Logic). In part, his project was to expose the dialetti@mture of consciousness through
its inherent contradictions. Broadly speaking aodtra Kantian philosophy, Hegel is
critical of the idea that reality appears to ustigh our faculty of knowledge, and that,
in order to get access to this reality, we mustetoee analyse knowledge. In fact, he
dismisses Kant's argument — which states that@ssequence of our reliance on the
subjective faculty of knowledge we are unable t@wnthingsin themselvesand
reinterprets the problem as one that is focused tl@ immanent critique of
consciousness itself. It is almost as if Hegelnsvilling to engage with our potential
capacity to know what is 'outside’ consciousness,imaeed, whether this is at all
possible, before he has examined what we first ctom@ncounter this 'outside’ with,
namely, consciousness. Furthermore, to truly umaedsthis consciousness, we must
begin with only consciousness, with nothing outsiclensciousness, so that the
dialectical process can articulate itself as #se#f-movement of consciousneSehe
series of configurations which consciousness gaesigh along this road is, in reality,
the detailed history of the education of consciegsntself to the standpoint of Science’
(Hegel, 1807; 1977: 50) Consciousness’s self-mlatiis further articulated
‘Consciousness provides its own criterion from withiself, so that the investigation

becomes a comparison of consciousness with itdédiyel, 1807; 1977: 53).
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The Hegelian dialectic seeks to examine the camditiof our conceptions of
knowledge, that is, it asks whether the materialitse of knowledge corresponds with
our conception of that knowledge. What things appede and what thing®ally are
is another way of understanding this distinctiamg,afor Hegel, the contradictions that
arise within this relationship constitute much @ diialectical theory. Interestingly, it is
useful to conceive of Hegelian dialectics as bagiohical and ontological, for whilst, in
the first instance Hegel commits to engaging waality in the historical sense, i.e., he
explains dialectics through processes of humammagtlaster-Slave), he also devotes
much time to understanding the nature of our coiwep of reality (perception, sense-
certainty etc.,) before 'applying' his theory totemnml existence. Nevertheless, as

Charles Taylor argues, these two strands of Hegdialectics are intimately bound:

This means that the perfection of knowledge, wharewledge of the world
comes together with self-knowledge, has not alvweeen realised. The practice of
knowledge, unlike that of playing hockey, say, aanbe divorced from our
conception of it. Knowledge is ipso facto imperféat is in error about its own
nature. Hence perfect knowledge can only be atitavwden men reach an
adequate conception of it. Thus the dialectic ofoties of knowledge is
connected to a dialectic of historical forms of etpusness. (Taylor, 2005: 132)
Criticism, in the broadest sense therefore, bdititirtionally and culturally, could be
seen to constitute knowledge as such. But furthguiry into knowledge, as Adorno
argues, inevitably results in the tendency to sysife or master our experience in the
name of knowledge. The concept of knowledge caraeteleological burden that
criticism seeks to escape. Moreover, and more itaptly for our purposes here,
knowledge can only ever speak to universal concefbigs, the non-identity of
experience is passed over in the pursuit of knogded
In Phenomenology of SpiriHegel presents us with the idea that sense pgrtai
constitutes immediate and absolute knowledge. Wsesthings, they are just there, and
we know them tdbe because they simplgre. Initially, this register of understanding
appears to be extremely rich, our sense certaifibyds us seemingly inexhaustible
access to knowledge and content. If we acceptahiemthat our senses can lead to an
unobstructed account of the world and of objecisekample, there is a table because |
can see it, | can see thaidtblue, that itis smooth, then we seem have an unrivalled,
'full' account of experience. However, merely sigtihat something just is, involves us
simply registering the being of things, and is actf according to Hegel, the poorest
type of knowledge. We are not required to do angkihg and the immediacy of the

object appears to be sufficient. Furthermore, wilanhse-experiencaloes not
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acknowledgewnhat it leaves out is the content, the particutardetails of a thing. There
is a tension, therefore, between the seeminglyhiaestible richness of sense-certainty,
and the awareness that this sense-certainty iaci father empty. Because, according
to Hegel, we try to make out, to perceive whatafoke us, this act of perceiving is in
fact our consciousness acknowledging that our seesainty is not as sufficient as we
first think it to be. Sense-certainty deludes ftgatb thinking that it can account for the
particulars of an object or a thing, but in trudll it is capable of is expressing a
universal. All sense-certainty allows us to considehe universal. What remains to be
accounted for is the particularity of an objecerperience.

Adorno’s philosophy of the non-identical, essehyjahis Negative Dialecticswas
intended to produce a materialist thinking that ldogo beyond idealism without
incurring the double accusation of transcendencémmnediacy:® Identity thinking
claims that conceptual thought can seize hold loarad any object, including humans
and human experiences, through manipulation of@mscalone. This thinking, Adorno
strongly associates with the rise of the bourgelziss. The critique of identity thinking
therefore, is a kind of ideology critique. Howevany attempt to go beyond identity
thinking from within the confines of transcenderti@ught!? gives rise to an equally
untenable position; that is to say, it becomesamitradictory. In order to put into effect
the counterclaims to idealism, one would have tdiebe in the possibility of
transcendence and of a discourse in which thingsvarely given. These ‘givens’ of
experience present thought withadt accomplj inquiry can go no further. The way of
out this problem for Adorno, was through immaneitique of the concepbut in such
a way as to preserve the illusion of constitutivbjsctivity™®

1 Negative Dialectics was supposed to represent a critique and a development of Hegelian dialectics.
Adorno’s primary concern was with the relinquishment of the drive to resolve dialectical tension, ‘As the
thinker immerses himself in what faces him to begin with, in the concept, and as he perceives its
immanently antinomical character, he clings to the idea of something beyond contradiction.” (ND: 146)

2] am working here with Kant’s concept of transcendental idealism. One of the most fundamental
relationships for Kant is one that concerns consciousness and reality, being and thought, subject or object.
Before Kant, philosophy had worked on the assumption that there were objects in the world about whose
existence we could be sure of, that is to say, we could assert the existence of objects outside of ourselves,
objects were, to put it simply, just there. However, Kant argued that objects could not exist outside of our
relation to them, that, in fact, the object existed for our consciousness, and that we could not be sure of the
existence or reality or the world, outside of our own consciousness. This implied also, that we could not
understand the nature of the concept of being, without understanding the nature of consciousness, and
that indeed, being and consciousness were one and the same thing. Kant asserted that we could not know
'things in themselves' but could only know them through our consciousness of them, that our experience
of objects or of reality was mediated by our consciousness.

13 Adorno reflects that, “The confidence that from immediacy, from the solid and downright primary, an
unbroken entirety will spring — this confidence is an idealistic chimera.” (ND: 40)
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Taking up the left-over philosophical aporia prdsena post-Hegelian and post-
Kantian world, one of Adorno’s central concerns Wa#/ to rescue philosophy from its
own conceptualization, given that, for Adorno, eatility and philosophy had failed
when it allowed the horror of Auschwitz to occur.the now famous maxim, Adorno
beginsNegative Dialecticdy claiming that, ‘Philosophy, which once seembédatete,
lives on because the moment to realize it was mis@eD: 3) Rationality had become
irrational, and the only way to salvage the discourse ofogbjpphy would be to turn
philosophy’s critical reflection back on itself. \Aththis amounts to for Adorno, is the
critique of metaphysical a prioris, of first priptes or essences. Adorno’s task,
therefore, was to radically reinterpret subjecyivéind the philosophy of the concept
from within the confines of their own structureshi§ immanent critique gives rise to
his philosophy of the non-identical. ‘The name w@iiectics says no more, to begin with,
than that objects do not go into their conceptfouit leaving a remainder]...]' (ND: 5).
Identity thinking subsumes objects under concdpmis,it doing so, it must necessarily
forget some aspect of that object that the concaphot account for. Concepts cannot
ever completely grasp an object in its totalityt ban render some partial aspect of it
visible to language. For Adorno, this subjectivemiltating impulse represents a
fundamental injustice to the object at hand, beszassme aspect of it will be
disregarded in the name of understanding. Yet wdaed with a problem because all
thinking, therefore, is compliant with identifyinthought, ‘[...] the appearance of
identity is inherent in thought itself, in its pufem. To think is to identify.” (ND: 5)
The totalizing effect of identity thinking makesrfAdorno, a false whole which must
therefore be shown to be false by the subject, rAwhat the conceptual totality is mere
appearance, | have no way but to break immanentligs own measure, through the
appearance of total identity.” (ND: 5) The non-ileal, therefore, is the name given to
the process which honours the particularity of egmees, events, people and objects.
The non-identical gives form to the obscured agpettan object. Woolf fits into this
dialectical movement by virtue of the ways in whieér work will be shown to honour
this philosophy of the nonidentical by doing justi those aspects of experience that

identity thinking overlooks.
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Expertise and Enigmaticalness

The significance of a potential salvaging of Waomlfhusical marginalia and the
mutuality of Adorno and Woolf's work come togethier one of Adorno’s under-

developed theses in the ‘Draft Introduction’Adsthetic Theorin which he writes:

Aesthetics was productive only so long as it undisfiedly respected the
distance from the empirical and with windowlessuijlats penetrated into the
contents of its other; or when, with a closenesgldéring on embodiment, it
judged the work from within, as sometimes occurghi@ scattered remarks of
individual artists, which are important not as éxpression of a personality that is
hardly authoritative with regard to the work, beichuse often, without recurring
to the subject, they document something of the eepigal force of the work.
These reports are often constrained by naivetéti@ety insists on finding in art.
Artists either stubbornly resist aesthetics withtisanal rancour, or the
antidilettantes devise dilettantic theories thakendo. (AT: 425)

In other words, Woolf's ‘scattered remarks’ abouisic are important not because
they confirm or deny any aspect of Woolf's chargdbeit because they make comment
upon the experiential. Again, the mutuality of Wioahd Adorno is evident from this
guote because Woolf's remarks require aesthetioryhé they are to be considered
more than intuitions, and Adorno’s theory needs Weavriting if it is to successfully
conceptualise aesthetic experience without saerifithe phenomenological.

If, for argument’s sake we were to consider Wolodf imusical dilettante in respect to
a technical musical fluency and Adorno the conmaissthen again, it seems possible to
call into question Woolf's contribution to a mudiaiscourse. But it is precisely her
status as dilettante that is important to salvdgzause, as Adorno notes, Woolf's
dilettantism actually allows her to preserve whattérms art’s enigmaticalness, which
in turn, produces an interpretation which recogsiee limits of pursuing complete
comprehension of the art work. The preservatioart$ enigmaticalness represents the
task of aesthetics for Adorno because it is thenmarehensibility of art that is to be
comprehended, not necessarily the work in itselbols relative lack of expertise

around music therefore brings us closer to the epinaf enigmaticalness:

Its enigmaticalness may in an elementary fashiarfico the so-called unmusical,
who does not understand the ‘language of musiafsrothing but nonsense, and
wonders what all the noise is about; the differeme®veen what this person hears
and what the initiated hear defines art’s enignadtiiess. (AT: 160)
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Woolf does not properly constitute what Adornoehealls ‘unmusical’; after
all, she was famously a great admirer of music,aménthusiastic listener of music.
She knew very well what ‘all the noise [was] abpwhe simply did not have a
technical musical literacy. But we can see Woolbegring more vividly in Adorno

as he develops the concept of enigmaticalness:

Whoever refuses to re-enact the work under thegdise it imposes falls under
the empty gaze cast by a painting or a poem, time sampty gaze that, in a sense,
the art-alien encounter in music; and it is prdgishe empty questioning gaze
that the experience and interpretation of artwonkst assimilate if they are not to
go astray; failing to perceive the abyss is nogmtion from it. (AT: 160)

The first word that resonates with Woolf's writimgAdorno’s quote is ‘re-enact,’
because, as | will show, some of Woolf's writinghdze thought of as having ‘musical’
qualities itself, with rhythmic and melodic featarbeing thrown forwards. So that
while she may not be commenting explicitly on therkvitself, she is, to an extent, re-
enacting a sonic memory through writing. Take lemoHection of the sound of waves
on the beach at St Ives from ‘Sketch of the Pdstis of hearing the waves breaking,
one, two, one, two, and sending a splash of water the beach; and then breaking, one,
two, one, two, behind a yellow blind.” (MoB: 78)h& breaking waves are rhythmised,
and she discovers a metre in their pattern. Thigriengoattern is mimetically
reconfigured in the repetition of ‘one, two, on&pt’ and the alliteration and assonance
(‘sending’/ ‘splash’ and ‘behind’/ ‘blind’) apparenn the phrase mean that this
particular memory is far from a distant recollenticather the images and sounds of the
past are given renewed status as lively sonic eqpees. And yet, this phrase, poetic as
it is, seems also to engather a void into itsdiier€ is nothing else going on other than a
listening to the waves breaking, and the ‘yellowmdbl throws the picture off balance by
reverting drastically to the visual, producing aagsthetic clash between the visual and
the aural. The ‘yellow blind’ invokes the visualjytbthe blind itself is an obscuring
object and it creates a boundary between the irendkethe outside. Furthermore, the
phrase as a whole captures the non-locatabilitheteascape. The phrase poeticises an
empty listening. The ‘empty gaze’ can be salvagextipely because it can be seen to
perform an important function in Adorno and Wool#sflection on the aesthetic.
Arguably, aesthetic reflection needs the empty desmuse without it, artworks would
be subsumed by theory, or identical to their imetgtion. Aesthetic reflection, if we are

to follow Adorno’s logic, can tolerate a degreeabienation in the face of aesthetic
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phenomena and critical discourse, can, therefoapjtalise on the sense of the
wonderment, confusion and misapprehension that resemt in such ‘art-alien’
encounters. And in Woolf's case, this misapprel@nsioften stimulates the
autobiographical narrative of the dialectic of detien and concealment in works of art.
We can see this at work in the following note in s diary from Saturday, 13
February 1915:

We wrote and after luncheon L. went to the Librang | went to a concert at the
Queen’s Hall. | ran into Oliver Strachey, standuggy like a Strachey in the Hall,
because he dislikes sitting inside waiting for timasic. | got by luck a very good
place, for the Hall was nearly full — and it wasligine concert. But one of the
things | decided as | listened (its difficult notthink of other things) was that all
descriptions of music are worthless, and ratheraagant; they are apt to be
hysterical, and to say things that people will Beaaned of having said afterwards.
They played Haydn, Mozart no. 8, Brandenburg Cdoncemd the Unfinished. |
daresay the playing wasn't very good, but the stred melody was divine. It
struck me what an odd thing it was — this littlectwd pure beauty set down in the
middle of London streets, and people — all loolsongordinary, crowding to hear,
as if they weren’t ordinary after all, or had anléton for something better.
Opposite me was Bernard Shaw (D1: 33).

Woolf's account of her struggle to make sense ofioal experience betrays a sense
of alienation. The theoretical difficulty here i3 discover the connection between, on
the one hand, her distracted listening, and on dteer her subsequent assertion
regarding the worthlessness and unpleasantnessusicah description. Everything
hinges on her use of the word ‘divine’. Her adnuesthat she is unable to remain
concentrated on the musical performance, and y&t,plonouncement that it was a
‘divine concert’ actually reinforces and exemphfiddorno’s insistence that aesthetic
reflection must assimilate the empty gaze. In cdnté/oolf's informal and colloquial
use of the adjective divine conveys to us the “Benee” of the music — but the remark
also hints at a metaphysical dimension that ifeeded by her situating of the concert
space, and which is then punctured and then illatech by this divine music. This is
then furthered developed as she imagines the dohakritself as ‘a little box of pure
beauty.” The metaphysical and quasi-religious nhietes further developed by the
notion of purity, and makes the disjunction betwéles beauty of the music and the
shamefuldescriptions of the music all the more acute. Bease, the word ‘divine’ is
the only word Woolf has that would sustain the cite of the aesthetic experience and

protect her from the shame of description. Thiglkifi construction is not the outcome
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of a listening, as such, but through her deep alsdion of the basic relationship
between individuals and musical utterances, shelymes a kind of ‘abyss’, in the
Adornoian sense. This abyss appears because thee divetaphor is both full and
empty. By not concentrating on the music being @iayby turning away from the
artwork, and by allowing herself to be led by aeliof questioning, Woolf actually
produces an insight about the experience of listgnénd assimilates experience and
interpretation. Thus, she can be seen to be piageavt’'s enigmaticalness. Furthermore,
Woolf's observations about the limitations of laage in conveying what music can
express chime with Adorno’s argument, ‘that artvgoslay something and in the same
breath conceal it.” (AT: 160) Rather than framingr thoughts as an aside to her
aesthetic experience, as Woolf does by placing tireparentheses, | would like to
reposition them as being of central importanceetéection upon aesthetic experience.
Her partial attention to the musical performandsgstrates perfectly Adorno’s juncture
‘that one understands something of art, not thatwrderstands art.” (AT: 161)

The metaphorical description as ‘a little box ofgobeauty’ is not the invocation
of any philosophical discourse about beapéy se rather it is an enchanting of the
physical space, and gestures towards a pre-ratispact to her experien¢é Woolf's
‘box of pure beauty’ is both a description of thancert hall and the invocation of the
promise of magic, where unreal and ‘divine’ thimgsur. Her idea that the concert hall
could be other, and perhapsore than it actually is can also be incorporated into
Adorno’s logic. According to him, stabilising a weof the object that allows it to
become more than it is whilst retaining its senseroeality is ‘the idea of art’ (AT:
104). A concert hall cannot reallye a box of pure beauty, but we can imagine the
concert hallas if it werea box of beauty and this is how she ‘gains controlts
semblance...as well as [negating] it as unreal.” (A04)

Adorno’s theory affords a degree of legibility tertain aspects of experience that
might be lost. Thus, for him, art works preservai brucially resist resolving, the
antagonistic nature of experience. In Woolf thisasstituted as the articulation of the
struggle to determinedly account for the ways inclwhmusic affects heln a letter to
Vanessa Bell from 1909, sherites, ‘We heard Parsifal yesterday; it was much better
done, and | felt within a space of tears. | expieist the most remarkable of the operas;
it slides from music to words almost imperceptidtfowever, | have been niggling at

the effect all the morning, without much succe&xl:(406). The ‘niggling’ experience

14 The theme of enchantment dominates much of Aesthetic Theory, Adorno says at one point, ‘Artworks
speak like elves in fairytales.” (AT: 160)
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Woolf articulates is another example of the preston of the incomprehensible and
the non-identical in art. Woolf's inability to agtilate precisely what it is about a
musical experience that she finds so moving, calikbeed to an aspect of Adorno’s
aesthetic theory that advances the state of aktomist as being indicative of the

moment when language falls short of comprehendxpgence.

Aesthetic feeling is not the feeling that is aralisk is astonishment vis-a-vis
what is beheld rather than vis-a-vis what it iswthd is a being overwhelmed by
what is aconceptual and yet determinate, not thgestive affect released, that in
the case of aesthetic experience may be calleth@e€AT: 217)

That Woolf was ‘within a space of tears’ suggedstsittshe was indeed
overwhelmed not necessarily with the actual peréoroe of Parsifal but with the effect
the production had on her. This sense of distaeteden the actual performance and
the experience of the performance is further rea&d in her diary entry which remains
speculative in the extreme; she ‘expects’ thatdpera is remarkable and she cannot
perceive with certainty the relationship betwees Words and the music. Thus, what

can be salvaged from Woolf's observations on missibis sense of uncertainty.

Essayism

The essay is a form and practice of writing andeotion that has a long and
established history. Yet, the essay is also makgina not regarded as a secure context
for the establishment of disputable knowledge cfaifdut neither can the essay be
dismissed as being without cognitive import. Andle/fit might enjoy a certain stylistic
freedom, or be marked by a personal literary fipget, the essay cannot be understood
as being simply, or unconditionally, a literaryamsthetic objeqgber se It is this double
character of the essay, the fact that the essase#hin the interstices of the literary and
the critical (i.e., has a cogent, world-revealiraptent) that here requires theoretical
examination and development.

Therefore, the generic limitations of the essayl Wwd used here to explore an
inter-disciplinary tension within the writing of mig criticism. The essay’s status as
that which presents both aesthetic and cognitivernmation lends the articulation of
musical aesthetic experience a potential formgessay writes knowledge, but also tests

the boundaries of the dissemination and presentaticthis knowledge by writing
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subjectivity.To what extent, therefore, does our perceptiothefpotential objectivity
of criticism change when we allow the subject tead¢? Essayism marks the point at
which the distinction between art and philosophyd diterature and the self are
entangled, overlap, and ultimately become indistinc
We know that the form of the essay played a crudl in the development of

Woolf criticism, but, as Leila Brosnan points out er study ornVirginia Woolf's
Essays and Journalismvork that has been done on Woolf the essayisttdraded to
focus on thecontentof the essays themselves rather than the reliprietween the
essay and its implications for genre thédrBrosnan’s work is similar to the work
done here on Woolf which continues to develop walysritically appraising Woolf’s
non-fiction without falling prey to the dangers lobking at her marginalia with the
intention of creating a unified system. As Brospaints out, it would be all too easy to
insist that snatches of Woolf might illuminate j&artar theoretical positions, but
without due care to the specific qualities of sachillumination, one can do justice
neither to the text nor the theory itself (Brosnd®97: 9). It seems important therefore
to develop a reading of Woolf's essays that engagsa critical theory of subjectivity
that is constituted through a philosophy of the-id@mtical in order that such a reading
remain, in some sensesjetacritical so as to avoid the concretization of any one
particular reading. This would, in turn, providereading of Woolf that remained
faithful to Adorno’s skepticism regarding the inflallity of a metaphysical discourse.
All reflection therefore is contingent upon a recitign of the instability of
philosophical a prioris.

The disruption of the supremacy of metaphysics @ngrand narratives concerning
the development of a modernist aesthetics alloe<thical status of the essay to come
into focus. In terms of the historical context agriwhich Woolf was writing, she was

very much still connected to the legacy of the Ehgkssayistic tradition which gave

15 Scholarly research into the genre of 'essayism' might have once been thought of as belonging
exclusively to the domains of literary theory, or English, but, as this dissertation will show, it is becoming
increasingly incumbent upon us to consider the form of music-critical writing.

16 Anyone familiar with Woolf studies will know that research on Woolf’s essays is a growing industry.
For general reading see: Joeres Boetcher, Ruth-Ellen and Elizabeth Mittman, The Politics of the Essay;
Feminist Perspectives (Bloomington and Indianapolis: Indiana University Press, 1993), Rachel Bowlby,
Feminist Destinations and Further Essays on Virginia Woolf (Edinburgh: Edinburgh University Press, 1997),
Julia Briggs Virginia Woolf: An Inner Life (Orlando: Harvest, 2006), Alexander Butrym Essays on the Essay:
Redefining the Genre (Athens and London: The University of Georgia Press, 1989), Jane Goldman The
Feminist Aesthetics of Virginia Woolf: Modernism, Post-Impressionism and the Politics of the Visual (Cambridge:
Cambridge University Press, 1998), Hermione Lee Virginia Woolf (London: Vintage, 1997), The Cambridge
Companion to Virginia Woolf, ed. Susan Sellers, 24 edn. (Cambridge: Cambridge University Press, 2000;
2010)
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rise to writers like William Hagzlitt, Charles LambBrancis Bacon and Samuel Coleridge
Taylor. At the same time, and separately, variotisosls of European intellectual
thought were developing and expanding critical grabretical work on genre theory
and, in particular, the essay. This work remaiaghts day, indebted to T.W. Adorno
and Gyorgy Lukacs, whose attempts to analyse awdnstruct the essay as a
predominantly critical text, through and againstioas strains of late-Romantic
philosophical thought, propelled the status of ¢iseay from pleasure-oriented, semi-
autobiographical prose, to a potentially revolutipntool in the domains of art and
criticism. Not since Adorno and Lukacs’s exposiéibmriting on the critical potential
of the form of the essay has a theorization offtinen been so compelling. | submit that
it seems intellectually irresponsible to ignore ttensequences their work has for
musical-critical writing. It is my intention, thefiire, to draw out the parallels between
Woolf's essayistic development and the concurreevetbpments in European
essayism. In the essay ‘Montaigne’ from Series @h€he Common Read&¥oolf

writes:

Let us simmer over our incalculable cauldron, onthelling confusion, our
hotch-potch of impulses, our perpetual miracle rtf@ soul throws up wonders
every second. Movement and death are the essemee b&ing; rigidity is death;
conformity is death; let us say what comes into beads, repeat ourselves,
contradict ourselves, fling out the wildest nonserand follow the most fantastic
fancies without caring what the world does or tkimk says. For nothing matters
except life; and, of course, order. (CR1: 63)

Woolf recognized not just the seemingly limitlesssgibilities concerning the
content of the essay, but also tiréical capacity of the essay. She takes great care to
specify that whilst the form of the essay is extemsn what it permits the author to
include in its writing, one should also be mindddl‘order’, as if to remind the reader
that even chaos requires some direction. Howewes, ihvocation of ‘order’ reads a
little ambiguously because it is tacked on to timel ® an otherwise effusive and
evocative passage. The notion of ‘order’ is alsthem intriguing, for the last thing
anyone expects to read at the end of such an dmetgen of thought is that we must
stop and curtail our ‘fantastic fancies’ in the aof order. Moreover, if we read her
summoning of order as being anticipated by theierarkferences to ‘rigidity’ and
‘conformity’ we might again be surprised to notattthese two terms are considered to

bring about ‘death’, which only makes her clainidader’ all the more unexpected.
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Woolf was certainly keen that writers and readdilseabe mindful of certain
principles of linguistic coherency and sense, lamg to read a little more into this
notion of order, perhaps one might speculate that was making glances in the
direction of theform of the essay, because a further (albeit perhajpgemaded) nod in
the direction of the theoretical conditions of #ssay comes when Woolf suggests that
we must ‘say what comes into our heads, repeattwas, contradict ourselves’ (CR1:
63). Perhaps what this paragraph convinces us of isWalf was, even at this stage,
considering both the form and the content of essiaywriting. She was aware of the
relationship between form and content as existisgaanecessary dialectic. Woolf's
tendency to mention, but not necessarily developader aesthetic and philosophical
ideas in relation to reading and writing has beeted by Ann Banfield, who identifies
such concerns in Woolf’s fiction, ‘Yet the subj@dt..the external world, the nature of
perception — does enter Woolf's novels couched xpligit philosophical language
(Banfield, 2000: 4)lt is possible, also, to hear this ‘explicit phidgdical’ language in
Woolf’'s non-fiction and in the essays in particulimr her invocation of ‘essences’ and
‘being’, two terms that also occupy a space in #dopbphical discourse, seem to
suggest a familiarity with questions related, bat limited to, artistic form, aesthetic
experience and subjectivityn fact, as Banfield argues, Woolf's proximity tertain
philosophical discourses was a direct result of iheolvement with the Bloomsbury
Group. The link between Bloomsbury and essayism esonabout through a
consideration of the essayistlasing like a philosopheaind in ‘The Modern Essay’ also
taken from Series One dhe Common ReadeéWoolf identifies certain characteristics
that the essayist and the philosopher have in camMfolf recognizes that it is the
pursuit oftruth, and the burden of this task, that links the @dfzher and the essayist.
This, in turn, allows parallels between Woolf's woand the work being done on
European essayism to be seen more vividly. So, waw philosophy at that time
articulating itself, and what were the influendeattWoolf was coming under?

In terms of British intellectual history, she wastimg during a time that coincided
broadly with, work on knowleddgBanfield, 2000: 4) that was being done by Bertta
RussellPrinciples of Mathematic61937) andOur Knowledge of the External World as
a Field for Scientific Method in Philosopli§926), G.E. Moorérincipia Ethica(1903)
and Alfred North Whitehea8cience and the Modern Woi(t926). One of the reasons
why Bloomsbury came into contact with these variphBosophical developments was
because burgeoning interest in theories of knovdeldgd largely been borne out of
philosophies of science, but the problem of knog&edecessarily invoked other
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disciplines, namely art, because of what Russefiesga“the gulf between the world of
physics and the word of senséBanfield, 2000: 5). Russell, Moore and Whitehead
were concerned with how to reconcile two seemimglgosite theories of how we come
to have knowledge of the external world. On the baed was the world of scientific
empirical data, and the other was the world of sepsrception and sensation.
Philosophy had to find a way of making knowledggeotive, without dismissing the
importance of subjective sensation (Banfield, 2080: Adorno puts it this way, ‘In
sharp contrast to the usual ideal of science, ectvity of dialectical cognition needs
not less subjectivity, but more. Philosophical eigrece withers otherwise(ND: 40)
However, there was also another text that madergadt on British philosophy and
Woolf at this time and this was the appearance ofttgéhstein’s Tractatus
Philosophicug1921)

The years 1911-1913 are also those in which theyMittgenstein entered the
English philosophical scene, those of the intenseha&nge between him and
Russell. The profound crisis created for RusseMhitgenstein’s criticism led to

Russell's abandonment of the Theory of Knowledge. t&Vittgenstein as a

philosophical influence sets [...] a kind of termira quem to the period of the
theory of knowledge. (Banfield, 2000: 7)

And in amongst these monumental yet subtle shiftBiitish philosophy, Woolf,
though by her own admission limited in philosophicapacities, was falling in and out

of conversations at the heart of which may wellehegen many of these issues:

This does not prevent the Tractatus from playingla in our reconstruction of
Bloomsbury’s intellectual world. It came out of tperiod of Russell’s theory of
knowledge, and its conceptions, language and darhingetaphors find their
counterparts in Woolf, not because she came umslénfluence, but because she
shared its ways of thinking. (Banfield, 2000: 9)

One of the most explicit examples of Woolf's extdrmation of this philosophical
background appears during her contemplation of waeans to ben essayist in her
essay on Montaigne. She implies that a truly ‘gressayist is one who has the ability
to traverse our artistic, moral, and ethical moadfekeing. This immediately challenges
the notion that the essayist merely knows how titewn the tradition obelles lettres

Instead, Woolf describes the essayist as a sage wmentor, as someone who is
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renowned for profound wisdom, ghilosopher!’ The essayist has the task of making
sense of the ‘unpredictable’ soul and the worlduatbhim. The essayist is entrusted to
order the chaos of the mind.

Liberated from the structures and influences ofaastom and without the help of
guiding institutions, Woolf concedes that for tlesayist it is, ‘far more difficult to live
well the private life than the public.” She doeswever, identify figures from the past

that have done so;

It is an art that each must learn separately, thahgre are, perhaps, two or three
men, like Homer, Alexander the Great, and Epamiasrainong the ancients, and
Etienne de La Boétie among the moderns, whose dramgyy help us. (CR: 64)

In fact, this ‘ancient’ and ‘modern’ spread itsifinteresting here, for on the one
hand Woolf rejects historical narrative at the etiend writes an ahistorical account of
the essay, yet on the other hand, she can’t seemesist the vivid references to
historical figures. The fact that she betrays ahisity in favour of the deeply historicist
approach suggests that she somehow knew what ensrimpact her invocation of
history would have on her argument. She also giwesn insight into some of the
contradictions that must necessarily abide in teeag. And, it is, of course, the
responsibility of the essayist to negotiate thez@radictions. And thus, Woolf allows
us to consider what an enormous task, indeed, butde essayist has ahead of him.

She describes the essayist as a man of extrenrenigabut that, in addition to his
knowledge of world, he must also be a sage, aatefeindividual whom we might all
be able to rely on, someone whom we could trusimttke sense of the world.
Importantly, Woolf develops, and essentiadlievatesthe status of the essayist from
simply someone with gifted abilities in writing, #ophilosopher who is able to critically
evaluate the world and his position in it. But Wodbesn't entirely neglect the
importance of the literary skill of the essayisdahe enjoyment he might offer the
reader, and she remains committed to the pleasuradpect of essay reading and

writing. She writes in ‘The Modern Essay’:

Of all forms of literature, however, the essayhs btne which least calls for the
use of long words. The principle which controlgsitsimply that it should give

17 Note that in Woolf’s diary from June 1918 she writes, “‘We discussed the moral eminence of Moore,
comparable to that of Christ or Socrates, so R. and L. held.” Oliver Bell, Anne ed., The Diary of Virginia
Woolf Volume One 1915-1919 (Harcourt Brace and Company: Florida, 1977) p. 155. Ray Strachey (honorary
Parliamentary Secretary of the National Union of Women'’s Suffrage Societies 1916-21) and Leonard Woolf.
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pleasure; the desire which impels us when we tak®m the shelf is simply to

receive pleasure. Everything in an essay must beusd to that end. It should lay
us under a spell with its first word, and we shooildy wake, refreshed, with its
last. In the interval we may pass through the meaaious experiences of
amusement, surprise, interest, indignation; we swyr to the heights of fantasy
with Lamb or plunge to the depths of wisdom withcBa, but we must never be
roused. The essay must lap us about and draw ritsitacross the world. (CR:
211)

As will be shown, it is in fact the contradictoratare of the essay as form, as
developed by Adorno that will guide the rereadifighoolf's essays. And, contra the
perception that Woolf succeeds in articulating ghss into the precise nature of an
essayistic subjectivity, | will show that in facterh writing actually presents the
impossibility of conceiving of such a subjectivityits entirety. This attempt to write a
strong subject position is undermined by continusei$-reflection that casts doubt on
the status of the writerly self. However, it is @eely this attempt to inscribe
subjectivity that reveals the essay as a form otingr that rejects the potential
sundering of subject and object. Its form is alsodontent because the essay is in
essencean attemptand can therefore only ever piece together a gadfinvholeness.
Perhaps the most common understanding we have ¢étin is to essay, to try, to make
an attempt, from the Frenokssayer The writer essays, the attempt is an action, a
gesture, the writing of the essay is an activityg writermakesthe essay, as one might
make a picture, a sentence, a telephone call. iBuessay is also a noun, it is a thing
among other things, it is a text, an inscriptionpiace of prose, a comment upon
something or other, it is an insight into the ifgaty of the author, a signature, perhaps.
As a verb, the meaning of the essay is indisputables an attempt. There is little
ambiguity to be found in this understanding of dwtivity itself. But, as a noun, as a
thing, one single, over-arching definition of tresay cannot be found. The essay is not
one, singular writing, but many kinds of writing.

Claire de Obaldia iThe Essayistic Spirinakes the following introductory remarks

about the essay;

The essay is an essentially ambulatory and fragangmirose form. Its direction
and pace, the tracks it chooses to follow, can lenged at will; hence it's
fragmentary or ‘'paratactic’ structure. Rather tipaogressing in a linear and
planned fashion, the essay develops around a nuwmibéopics which offer
themselves along the way. And this sauntering foom topic to the next together
with the way in which each topic is informally &d out' suggests a tentativeness,
a looseness, in short a randomness which seentisde #e unifying conception
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— syntactic, semantic, and pragmatic — of a re@adpie generic identity. (de
Obaldia, 1995: 2)

The essay opposes continuous prose by virtue ofmiiliple 'directions' and
‘'number of topics', in other words, the essay seente characterised by the lack of a
centrifugal or overarching thesis that is logicallgveloped and argued throughout the
course of the work. This lack of coherent argumenthe cause of what de Obaldia
refers to as a 'tentativeness' or 'randomnesstuorf, fout, crucially, de Obaldia identifies
the consequence of this 'randomness' as impacpog theidentity of the essay. In
other words, she makes a connection between tlygnganumber of topics contained
within the essay and the resulting impact this basthe structural organisational
success of the essay, which, she argues, consibutbe essay's identity.

According to de Obaldia, the identity of the esshgitext is based upon its rejection
of a unifying conception. This unifying conceptindependent on the syntactic (the
rules of grammar and logic), semantic (significatad or meaning between words) and
pragmatic (the use of linguistic signs in relatibm actual situations or human
behaviour) properties of the teXtThe emotive, figurative or expressive modes of
meaning are extinguished and ultimately dismissexnfthe cognitively rational
construction of meaning, and thus the identityhef text becomes based on its structural
and empirical ability tanake sensen a syntactic and cognitive manner. This paldicu
sense of meaning, de Obaldia argues, is lacking fiftte form of the ‘essay’, and as
such, we are left with a view that the essay ctnss a ‘random’ form of writing.
Essays are considered, in the most general sem$e, trials, attempts, or forays into
subjects that may or may not be related. Charatiwlly, the essay is a form of writing
that does not have a specific direction; it does articulate a purpose, a thesis or a
formal argument which it either proves or disprotesoughout the course of the
writing before arriving at a firm conclusion. Rathehat is articulated in the essay is
often only loosely related to what it might claimle about and the ostensible subject
matter sometimes differs from whatastually written. The essay can be thought of as a
piece of writing that is reflective; the essay nwjsié records thoughts and events in
their instantaneousness, in the ‘here and nowopaesed to concentrating on a specific

area of enquiry. Montaigne says as much in theiageof his essay ‘On Repentance’:

18 We might presume that de Obaldia’s reference to the three elements of the ‘sign’ have been taken from
the American logical positivist Charles Morris’s theory of language. See Morris, C., Logical Positivism,
Pragmatism and Scientific Empiricism (Paris: Hermann et cie, 1937).
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Others shape the man; | portray him, and offeh&wview one in particular, who

is ill-shaped enough, and whom, could I refashion,H should certainly make

very different from what he is. But there is no mba of that. Now the lines of my

portrait are never at fault, although they changd ®ary. The world is but a

perpetual see-saw. Everything goes incessantlyndplawn — the earth, the rocks

of Caucasus, the pyramids of Egypt — both with uhesersal motion and with

their own. Constancy itself is nothing but a slstpgmovement. | cannot fix my

subject. He is always restless, and reels withtarakintoxication. | catch him
here, as he is at the moment when | turn my attertt him. |1 do not portray his
being; | portray his passage; not a passage froemage to another or, as the
common people say, from seven years to seven yeatr§rom day to day, from
minute to minute. | must suit my story to the hdiar, soon | may change, not
only by chance but also by intention. It is a recaf various and variable
occurrences, an account of thoughts that are ledeftind as chance will have it,

at times contradictory, either because | am theathem self, or because |

approach my subject under different circumstanoelsvéth other considerations.

(Montaigne, 2003:235)

Montaigne’s self-deprecating tone is clear enouglha establishes that much of
the content of his work is a record of himself dmsl fluctuating moods, and we are
given to understand that he will present a seriedittte vignettes about his own
experiences without recourse to any clear argunoerig any clear conclusion. What is
at stake, though, in reading Montaigne’s essaythasextent to which an irreverent
rhetoric masks a more serious intention. The paeridy of his self-address also reveals
aspects of universal human qualities. And thouglslgiick to point out that his essays
generally concern only himself, there is a distisense in which his writing alludes to
the universal or common man. His self-reflectiamste us to see not only him, but also
ourselves and other people too. Moreover, Montargpeatedly makes reference to his
commitment to a ‘truth’: ‘But truth is so greatlarng that we ought not to despise any
medium that will conduct us to it.’(2003:344) ‘Thetive pursuit of truth is our proper
business.’(2003:292)

Woolf's review of the genre of the essay in ‘The ddmn Essay’ leads to the
appearance of certain key principles that give samter to the apparent chaos of
essayistic writing. Interestingly, Woolf's own parttlar piece of writing on the essay
also happens to be a perfect example of the foirst Fnhpressions might lead to the
reader to consider that Woolf's essay is rathemsiual, or light-hearted. The style in
this essay is rather chatty and informal, 'theyesaa be long or short, serious or trifling,
about God and Spinoza or about turtles and Cheslp&idR1: 211)and the language is

straightforward, but vivid and picturesque:
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Yet it is true that the essayist is the most seesif all writers to public opinion.
The drawing room is the place where a great deatading is done nowadays,
and the essays of Mr Beerbohm lie, with an exquiagpreciation of all that the
position exacts, upon the drawing room table. Thereo gin about; no strong
tobacco, no puns, drunkenness, or insanity. (CR8) 2

In place of logical argument, essayism favours iplelt dissociated themes;
instead of structured conclusions, the essay ieniclasive; the essay can be loose,
malleable and fleet-footed, whereas what we migimisitler ‘academic’ prose can be
rigorous, stiff and exacting. Such adjectives we#ain extent parody both disciplines,
and in no way do | wish to suggest simplisticalhatt we must attach crude value
judgements about the two disciplines, rather, tiatgs a little more circumspect. The
essayistic spirit remains faithful to an aspectnofsical experience that academic prose
must do away with in order to fulfil a particulaustitutional expectation. This aspect of
musical experience which essayism complementsd up with music’s temporality
and what we might term ‘ineffabilit}®. Woolf's musical marginalia gives a voice to the
ordinary experience of music and in doing so chais the status and limits of
authoritative criticism in academia. Graham Goatlaeks in his bookrhe Observing

Self: Rediscovering the Essay

There is a strong case for increasing the roldefeissay in academia, both as an
object to study and as a form of writing for thaidy. This does not imply a
return to an elitist, belletristic cult of sensityilas a form of personal superiority —
this “gentlemanly amateur” image of the essayistogs mainly to the
Edwardian period and is by no means typical of #ratway. Anyone who can
look attentively, think freely, and write clearlyart be an essayist; no other
gualifications are needed. Potentially, as Addiand Steele showed, the essay is
one of the most popular forms of expression, thetnawailable to writers and
readers. It is a direct individual-to-individualmmunication. As such it is likely

19 Vladimir Jankélévitch (1903-85) remains a relatively unknown philosopher of music and his French
philosophical colleagues have much more readily been admitted into the lives of English-speaking
thinkers — Derrida, Foucault, Merleau-Ponty, and Levinas. His work The Ineffable in Music is only
beginning to be acknowledged as an important moment for the progression of music aesthetics having
only recently been translated in 2003 by Carolyn Abbate. He writes, ‘the mask, the inexpressive face that
music assumes voluntarily these days, conceals a purpose: to express infinitely that which cannot be
explained. Music, said Debussy, is made for that which cannot be expressed. I will be more precise: the
mystery transmitted to us by music is not death’s sterilising inexplicability but the fertile inexplicability of
life, freedom, or love. In brief, the musical mystery is not “what cannot be spoken of”, the untellable, but
the ineffable.” Music’s overwhelming abundancy is his interpretation of its ineffability, a state he contrasts
with untellability, ‘Death, the black night, is untellable because it is impenetrable shadow and despairing
nonbeing, and because a wall that cannot be breached bars us from its mystery: unable to be spoken of,
then, because there is absolutely nothing to say, rendering us mute, overwhelming reason, transfixing
human discourse on the point of its Medusa stare.” (Jankélévitch, 2003: 71-72).
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to offer divergent views rather than express a epsss. It is not free from
ideology, because no individual consciousnesseie from it, though the essay
encourages a critical attitude. A positive desmipimight call the essay an anti-
ideological expression of the free individual repay and reflecting on his
experience in defiance or disregard of authoritgegative account might see it as
embodying bourgeois ideology, the world view baswd the isolated self,
separated from community, and forced to construst awn precarious
significance in an alien world. But regardless dfether the essay is seen as a
happy form or a sad one (like the epic and novabeetively in Lukacs’s theory
of the novel), it provides an opening to individexiperience of the past. Theory
and system are powerful and necessary organisdmsnofin knowledge, and they
usually hold pride of place in academic instituiprbut the lived individual
experience which eludes system, and which the esgaesses and symbolizes,
has an important place as well. (Good, 1998: 182-3)

This study is broadly in agreement with Good’s suppf the essay as a form of
writing that makes a place for individual experienBut it is not simply that we must
be in favour of the essay because it allows pddicypersonal experiences to be
articulated, but rather, and this is where this@itation picks up a less well developed
area of Good’s study, the essay rivals the authofitacademic discourse because, as
Adorno and Lukacs noted, it is the critical fopar excellenceThe essay remains a site
of individual struggle because it refuses to sulimibrganized social, cultural, political
or intellectual systems of any kind.

The form of the essay also has a role to play éenrédation between Woolf’s work
and the broader project of European Modernism, usxaas Elena Gualtieri Wirginia

Woolf's Essays: Sketching the Pasggests:

As Woolf turns to examine the status of her ownkweithin the development of
literary history, the essay is offered as a poesipurce of disturbance of a
historical paradigm which would see the ‘old posisibevsky argument' (D2 248)
about character in fiction superseded by a beétpresentation of character in a
sort of progressive move towards the best posktblature. This is a remarkably
un-English conception of the genre which associdtadt so much with leisurely
pursuits and the exercise of style for style’s sdke rather with a different way
of thinking about history and modernity. In thisnse, the essay becomes an
interruption to progress and, at the same timaasggthe emergence of a type of
literary history that questions the identificatiohmodernity with the culmination
of progress. (Gualtieri, 2000: 4)

In other words, it becomes possible to think of éssay as not simply a genre of
writing that is defined by its relation to otheteliary genres, but as a form of writing
that could be defined by its unique ability to eese the aesthetically pleasing and the

critically astute. By this, | suggest that the gssaof special interest because, although
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it is often considered a 'marginal genre' in congoarto the novel, play or poem, it also,
historically, has some obligation to the conceptroth. The full extent of the critical
potential of the essay is seen here in Gualtie¥sertion that the essay plays a
fundamental role in disrupting a (literary) paradigf history that equates modernism
with progress.

One of the reasons why this conception of theyepsavides such fertile material for
the Continental commentary on the essay is bedaus#cs and Adorno considered the
essay one of the biggest mysteries of modernitya Asd of writing that is able to distil
historically specific events and experiences, tegag could also transcend temporal
limitations and be thought of as purely objectivgualtieri summarises Lukacs'’s

position thus:

Lukacs insisted that the essence of the essaypi@ssely in its ability to bring

together modes of being and of thinking that ammonly thought of as being in
opposition to each other. He admits that the ag@stlaad the epistemological
domain relate to two different forms of consciosnéthe things itself and the
concept), produces two different types of expresgibe image and meaning),
and two different ontologies (that of giving foror, creation, and that of inquiry,
or intersubjective relationship). Yet he claimsttha a modern genre still in its
prehistory the essay present features from bo#ssidl the distinction. It asks the
fundamental ontological questions, ‘what is lifehat is man, what is destiny?’,
but provides them not with ‘the answers of scieageat purer heights, those of
philosophy’ but with a form, a ‘symbol.” (Gualtie2000: 4-5)

These ideas are extremely pertinent to Virginia We&onusical marginalia because
even though it seems ostensibly difficult to ses they could have anything objective
to say whatsoever about musical life, there are g intellectual arguments that
suggest otherwise. Outside of her musical writiMysolf herself was reflecting on the
ways in which the experiences of life could be eor#d within a written form. She

writes in her diary on Sunday, 20 April 1919:

Moreover there looms ahead of me the shadow of sknte of form which a
diary might attain to. | might in the course of éinearn what it is that one can
make of this loose, drifting material of life; fimd) another use for it than the use
| put it to, so much more consciously and scrupsijguin fiction. What sort of
diary should | like mine to be? Something looset,kand yet not slovenly, so
elastic that it will embrace any thing, solemngistior beautiful that comes into
my mind. | should like it to resemble some deepd#dk, or capacious hold-all, in
which one flings a mass of odds and ends withaekifeg them through. | should
like to come back, after a year or two, and finak tine collection had sorted itself,
and refined itself and coalesced, as such depmsitsysteriously do, into a mould,
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transparent enough to reflect the light of our,lilnd yet steady, tranquil

composed with the aloofness of a work of art. (2a6)

In response to Woolf's question about the kindiafydshe should like hers to be,
it would seem appropriate to suggest that she Inagsa already articulated the answer
herself. In fact, her question seems like a bitaofed herring as she describes so
beautifully the essayistic nature of the diary. Ty, as a form of essayism, is able to
make use of the ‘loose, drifting material of lifé'js ‘loose knit, and yet not slovenly’,
and, as Woolf intimates, those unconnected, haptidadds and ends’ all fuse together
in the sort of unstructured structure that embothiesessay. Moreover, Woolf’s critical
insight goes a stage further when she recognizepdtential for individual experience
to obtain the status of a work of art and, like &ck, she identifies that this happens
when lived experience manifests itself as form.

These indistinguishable boundaries between form aondent are what make the
essay such a good example of its resistance tersg$ization. The essay is shaped by
experience itself, but the essay also producesriexme, in that it creates it through
writing. This means, therefore that the essay canmrake ‘any appeal to the notion of

an unmediated, transparent experience’. (Gual2600: 6) As Good recognizes:

The truth of the essay is a limited truth, limiteyg the concrete experience, itself
limited, which gave rise to it. The essay is a Bimnal reflection of an ephemeral
experience of an event or object. If one evenbfedld another, we would have a
narrative; if one object followed another we wobbl/e a descriptive catalogue; if
one thought followed another we would have a Idgicgument...Thought in the
essay tends to be presented as experienced, aftesthought; as it responds to
objects and events on the spot, not as it is &tanged and systematized. This is
the essential uniqueness of essayistic discouesthien the order of thoughts nor
the order of things predominates. (Good, 1998: 7-8)

In other words, even though the essay to some degreduces experience
because it does not transform experience into tsysf knowledge it retains a degree
of fidelity to the ‘fundamental formlessness of gmral experience.’ (Gualtieri, 2000: 6)
It is possible to glimpse this sense of ‘fundamkfganlessness’ in the Woolf's diary
entry from Wednesday, 23 October 1918:

| went up to the concert and heard the ghostswaiyothings, since the substance
somehow escaped me; partly owing to my mood, p#otithe usual vulgarity of
Wood. Even so the ghosts of two Bach pieces (onefduet of violins) were
exquisitely lovely. Edith Sichel, whose entire s@uhow open to me through her
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letters, makes me determine to write descripti@ithar of pictures nor of music.
(D1: 206)

The diary notes that the concerts were part of H&inry Wood’'s Promenade
Concerts and the pieces played were Bach’'s Suite2Nfor Flute and Strings, and
Concerto no. 3 for Two Violins and Orchestra. Walo heard works by Beethoven,
Mozart, Glick and Dvigk. Woolf’s vivid references to ‘ghosts’ and ‘sdutaplies that
she can only account for traces of her musical ®empee; there are semblances,
impressions of the pieces by Bach, but they lackssance’ and ‘somehow escaped’
her. Woolf dismisses her findings by reasoning that either her own mood or the
‘vulgarity’ of the composer that causes her to eedy the outlines of the pieces, but, to
my mind, this is an unnecessary gesture, for tlesamething about Woolf's musical
ghosts that rings true. | would suggest that thgyear because of the temporality of
listening and also because one can only ever gaessions of a piece upon hearing it
perhaps for the first time, in a concert hall. With the luxury of close listening or
score reading, various complexities and nuancethenmusic will be intimated, but
ultimately lost in a concert performance to all buise with an intimate knowledge of
the work. Woolf is simply articulating this experee. Her utterance is special, though,
because she brings into focus so sharply the straxperience of first listening.
Woolf’s vivid image of the ghost is enough to copwbe precise nature of what is
rather ‘difficult to put into words.” Moreover, s not just that Woolf pinpoints a
musical phenomenon with seemingly no effort; shesgon to make a rather pointed
remark about the difference between music andmgitin reference to Edith Sicheéf’s
letters, she remarks that it is possible to gaitess to Sichel's ‘entire soul’ —this is
quite an opposite experience from the elusive naligibosts. But the difference might
not be all that great, because even though legigesus ‘entire souls’ and music only
shadows, one could argue that the soul also ocewpigimilar imprecise, ambiguous
space in our consciousness. The soul too is immhtén reading Sichel's letters,
though, Woolf determines that she will not writescigptions of either music or painting.
But, as shall be demonstrated below, this is somg#he cannot commit to.

Importantly, though, what Woolf is doing in thisady entry is privileging an
aspect of musical experience that has little tomith the actual music, as such, but is
rather concerned with how she is experiencing thesienas it is happening, and

allowing that experience to stand autonomously. @¥es not go back, retrace her steps

2O B dith Sichel (1862-1914) was an English author and wrote, amongst other things, a volume on the Essays
of Montaigne. Edith Sichel, Michel de Montaigne (London: Constable, 1911).
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and try to fill in the gaps by describing preciséhg musical textures, the way it was
performed, the narrative of the movements, etc. @es not reconstruct the concert,
resigning it to a moment in the past. Instead, sftains the ‘present-ness’ and
immediacy of the musical experience by just sayivitat it was like and without
attempting to shape itfundamental formlessness

In 1919, Woolf writes in a similar vein in anothdiary entry about a tea-party she
had attended:

The company was decorous and fur bearing as uso@dlthe music like the voice
of spirits in another world enticing the hopelesdgmned. Sir Henry (Newbolt)
wrote a patriotic song to the tune of it. But howenthey are too! (D1: 245)

Again, the mention of the musical ‘spirits’ ‘entig the hopelessly damned’, puts
music firmly into another realm, far away from nrékreality. Music is the thing that
lures us into a damned world, music is a weaknessce, and Woolf can’t help but
notice its mythical qualities. Yet, in a breathgbesubterranean references are dismissed
and music is able to be spoken about in ratherlliarmas; it is ‘nice’ and it has tunes.
This quote is a good example of the ways in whielsimcan provoke complex literary
evocations as well as inconsequential observattbas say nothing beyond simple
description.

Woolf's musical utterances embody the essayistigtsfphe essayist rehearses a
response to a work of art by representing sometbinthe truth of the object and
something of its likeness. In other words, the @ssaives a critique of the work of art,
but she also re-presents the work in the way GeStgsmer might recognize when he
suggested that the best response to a work ofahather work of aft Claire de
Obaldia points out that one of the dangers of mgBomethingessayisticis to imply
that it has more to do with literature and lesshvattual reality. However, she points
out, in accord with Lukacs, that to say somethibhgua the essay’s literary status is to
have said very little about it at all. She goedmnse Virginia Woolf as an example of
a writer who took the generic complexities of tlesay more seriously than most, and
as someone who was concerned with the aesthetipartment of the essay, not just
with its pleasure-giving aspects. De Obaldia alsavd on the work of Graham Good in
The Observing Selkuggesting that he successfully draws out theoitapce of the

‘active, creative role which likens the essayisthi® artist’ (de Obaldia, 1995: 9).

L see George Steiner, Real Presences (Chicago: University of Chicago Press, 1989).
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One of the implications of suggesting that therghhibe similarities between the
essayist and the artist is that the essayist israaily driven to create the work anew in
his or her criticism of it. Woolf does the work thiis recreating, as we see in the above
guote, when she reproduces the inconsistent, gudlinusic. Music, by its very nature,
is inconsistent — phrases can be related, likeeseat can be, melodies can develop like
an argument or point can, but the precise natuteeo€onnection is often not visible. In
the same way that if Woolf is talking about musieonoment and what those who are
listening to the music are wearing the next, is tomnection between those two
thoughts any less valid than if she had only meeiibthe actual music itself? | would
suggest that, like music, Woolf recreates a wapeihg that music also inhabits. And
this way of being is to do with a sense of coheeeac bindedness. Woolf puts two
different experiences side by side and encourage#o tsee them as united and as
connected and this is an aesthetic gesture. Thilsdsthe archetypal ‘modernist’ stance
— traditional methods and views are subordinatednis that say two opposing forces
can be connected. Coherence, in Woolf's musicatimricomes about because she
forces us to see music as co-existent with allaiber experiences, musical and non-
musical experiences are joined up. De Obaldia pomiit the impact that this

artist/essayist configuration had on ‘modern’ cr&in:

In fact, criticism for Luk&cs, as for most Germéedrists, is not just one aspect
of the essay but the essence itself for the gexmé,the work of art is its most

natural object. In Lukacs’s piece, the questionthef essay’s belonging to the
realm of literature on the basis of a shared aittowards life is therefore raised
in terms of the essential nature of criticism agoak of art, that is, of the essay’s
acquisition of the creative independence or autgnendemic to the work of art

which it discusses. (de Obaldia, 1995: 10)

Woolf's musical marginalia are creatively autonosoand because they are
essayistic, they are therefore critical.

Gyorgy Lukacs begins his 1910 essay by asking veneih not there is any kind
of unifying principle in the form of the essay thabuld it allow it to be considered a
literary genre in its own right. In truth, howeverat Lukacs really asks is not whether
such a unifying principle exists, but whether thinty is even possible, ‘to what extent
has the really great writings which belong to ttasegory been given literary form, and
to what extent is this form of theirs an indeperideme?' (Lukacs, 1974: 1) Lukacs’s
concern with the precise characteristics of theessd its relation to other literary

forms develops into a more pressing question $filh; what extent do they (the great
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writings) endow the work with the force necessamyd conceptual re-ordering of life,
and yet distinguish it from the icy, final perfexnti of philosophy?(1974:1). Lukacs
recognises that the essay has the potential tmtheebform of critique, and a form of
expression. The essay has the potential to ‘reFolde, and yet, it must remain
essentially human in characteristic, that is to, sagnust avoid the ‘icy perfection’ of
systematic philosophy. Speaking more broadly aleaitpractice of criticism, Lukacs
suggests that criticism ought to be consideredihatvery best, an art.’ (1974: 2), and
for him, this means valuing, above all, the formcoficism, i.e. the essay. For the
remainder of the essay he attempts to understaadesisay’s ‘intended form of
expression' and 'the ways and means whereby thiegsion is accomplished.' (1974:
2). Granting the essay aesthetic autonomy resultaikacs at the same time granting
criticism the status of art, because for him, theag is synonymous with criticism, "The
critiqgue, the essay-call it provisionally what ywill-as a work of art, a genre?' he asks.
(1974:1)

But perhaps the most important aspect of Lukacsssie comes in his conclusion
in which he asserts, ‘The essay is a judgementtHeuessential, the value-determining
thing about it is not the verdict (as is the casth ihe system) but the process of
judging.’” (1974: 18). Indeed, if we consider thesasessentially as a judgement, then
this chapter’'s reflection on the philosophical ameéthodological complexities of
criticism become even more pertinent. And, in ddditto this, as Lukacs notes, the
thing of value in the essay is not any conclusi@resents, rather, it is the very process

of the act of judging that the essay lays bare.
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Chapter 2
The Case for a Woolfian Renewal of Music Criticism

The following chapter will attempt to familiarisbet reader with a brief history of the
domain of music criticism in Britain since the™&entury in order to highlight some of
the problems of music criticism and to put forwardase for the renewal of criticism.
The presumption that there is simply a genre oatagory of writing we might label
‘music criticism’ is at once both premature andyduld argue, misguided; only the
briefest survey of the recent historical analydigh® word ‘criticism’ is enough to
convince the reader of the diverse, not to say guais, senses of such a term.

According to theOxford English Dictionaryone of the earliest examples of the
use of the word ‘criticism’ can be found in the Wwasf the Elizabethan playwright
Thomas Dekker, dating from 1607, in which his refee to the word ‘criticism’
implies that one’s actions could be ‘criticisediat is to say, one’s actions could be
judged To judge is to evaluate based on a set of pebbshed conditions, or criteria.
To be able to judge something, then, is, in partaet of comparison; | compare one set
of behaviours with another, one performance witbtla@r, one piece of music with
another.

Woolf recognized that judgement was at the heartcrifcism, but for her,
judgements by contemporary critics seemed alwaysetstuck in the past, judging the
works of today by the standards of yesterday. lowHt Strikes a Contemporary’ (1923

she writes:

The only advice they can offer is to respect omsis instincts, to follow them
fearlessly and, rather than submit them to therobmtf any critic or reviewer
alive, to check them by reading and reading agaénniasterpieces of the past.’
(CR1: 232).

However, her immense sense of obligation to thé was tempered by her sense
of responsibility to the future. From ‘Poetry, kact and the Future’ (1927), ‘Is it not

the critic’s duty to tell us, or to guess at leadtere we are going?’ (SE: 74).
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Judgement

But what are the other cognitive, conceptual, idgeenoral and ethical
components of judgement making? One compares, imdgrtebut one must also
discriminate, distinguish, reject, accept, defieealuate, interpret and describe. All of
these actions are constitutive of the practiceriticsm. It is in theCritique of Pure
Reasonthat Kant articulates his famous 'Copernican timnwhich he sets about
criticising the assumption that our understandiofjoivs the existence of objects.
Rather than being able to deduce 'a priori' knogde(hiven that one of the aims of
philosophy was to ascertain the nature of 'objedtiuth’) through the effects of objects
upon our senses, Kant claims that it is, in falkeg other way around, that objects
become knowable through the subjective facultiemdgement. And it is in this sense
that the Kantian object is 'that concerning whicbulject can make a true judgement,
not something which is true independently of itpegring to the subject’ (Bowie, 1997:
32).

Settling for a moment on the concept of judgemewt @maining within a Kantian
discourse, we are drawn back to the aesthetictarskemingly inextricable connection

to reason. In th€ritique of JudgmenKant suggests:

Judgement in general is the faculty of thinking gaeticular as contained under
the universal. If the universal (the rule, prineiplor law), is given, then the
judgement which subsumes the particular under deiterminant...If, however,
only the particular is given and the universal base found for it, then the
judgement is simply reflective. (Kant, 1952: 18)

Judgement, then, is thinking about an object withim context of the concept we
have of that object. If we listen to a particulalege of music, some of our
understanding of that piece is tied up with notiohgnusic', 'art', 'beauty' and so on. In
addition to this, Kant suggests that if the uniaéns already given, i.e., if we have
notions of what 'beauty’ is, if we already have tomcept and our task is to fit the
particular object into various concepts, then agigement is determinant. However, if
we have no concept, if we only have the object pieee, or the text, and we must find
the universal, the category, or the descriptioentour judgement is reflective. Kant
makes the distinction between understanding (tiatwsupplies us with concepts) and
reason (that which is able to make inferences fconcepts), and locates judgement as

that which mediates between the two — understaramigreason, because the subject is
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free to make differing subsumptions of particuladrs.the case of the determinate
judgement, we can understand this to mean thatdheept is sufficient to determine
the particular, that is, the particular containshimgy that would exceed the explanation
given by the concept. However, it is the statusefibctive judgements that pertains to
this discussion of criticism.

Thus, if we destabilise the criteria with which yelge, or indeed, if we begin to
question the very condition of our judgements, thera sense, we have to interrogate
how these 'pre-established' conditions have com@etdor, to reflect upon the very
existence and the very tradition of certain 'caifizocabularies is one of the purposes of
this work. Furthermore, if we take Dekker's usette word, to criticize a person’s
actionsis to make a comment upon how that person has ctedidhemselves in the
world. It suggests that judgements can be maderdigpa disposition, choices and
behaviour, which, in turn, implies that the worditicism’ carries with it certain moral
connotations.

For the moment, though, let us consider the woricicsm’ within the domain of
music for, though it would be unwise to suggest tha artistic and the ethical are
easily separated, such concerns are not centtiaistdissertation at the present moment.
For the time being then, let us initially understatme word ‘criticism’ as having
something to do with the act of judgement-makingider to establish how the term
has been adopted into the discourses of art aardtiitre.

The development of the term ‘criticism’ continueghaMatthew Arnold in 1875
who states that thati am bound by my own definition of criticism: a uiterested
endeavour to learn and propagate the best thahasvik and thought in the world’
(Arnold, 1875: 45). Arnold’s quote is interestingtnleast because it inadvertently
draws to our attention a number of issues thaticoatto be extremely pertinent to a
contemporary consideration of the term ‘criticisihe first implication in Arnold’'s
qguote is that it is possible that one could assed’s own definition of the term
criticism without recourse to a unified or genemadderstanding of the term. In other
words, Arnold is bound by his definitions only. Thetion, then, of understanding the
term ‘criticism’ objectively becomes problematiifie is only ever bound to one’s own
definition of the term.

Nevertheless and despite these subjectivist temelen&rnold goes on to suggest
that the act of criticism involves ‘propagatingisahterestedly’ ‘the best that is known’.
Again, a plethora of problems arise when we begiguestion the potential scope and

limitations of Arnold’s definition. By what or whesstandards, and under what
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conditions would it be possible to judge knowledg®&hold’s implication is that
criticism could be involved in the reproduction‘tbfe best that is thought and known in
the world’ suggests that it would be possible to have ndt gusiniversally agreed
understanding of what criticism is, but also to én@vgeneral understanding about that
which is thoughtbest’ in the world. Arnold’s quote is useful, if onlg @n instance of
how the term ‘criticism’ rapidly becomes embroiledthe charges of relativism and
subjectivism, and is a good example of how diffiaulis for even the most practised
‘critic’ to become tangled up in the methodologiaad epistemological complexities of
the word ‘criticism’. Without a definitive definin, and, lacking too, a general sense of
its own usage (is criticism, for example, an actaoiit-finding, is it necessarily derisive?
220r does criticism pertain mostly to the evaluatiand assessment of art and
literature?), it becomes clear that a contempocanysideration of amusic criticism
carries with it not just the burden of the clag@tion of the term criticism, but a further

complication - the object of the criticism, in tltiase the music itself.

Brief History of Music Criticism

In the following section | will rely on th&rove Dictionary of Music’srticle entitled
‘Criticism’ to assist in orientating us around some genessiigs involved with the
analysis of the term ‘criticism’. Although the ait@ is fairly limited in its development
of some of the more pertinent issues — issuesriblide, but are not limited to, notions
of the ‘aesthetic’ and ‘aesthetic experience’; tbieilosophical legacy of certain
Enlightenment and Romantic concepts that contimuénfluence the way we think
about art; the problems associated with a ‘critieauage’; musical hermeneutics and,
more recently, the reassertion of ‘criticism’ thghuthe work of what has come to be

known as ‘New Musicology® — the article is useful inasmuch as it invites tas

22 The idea that 'criticism' is a destructive force is one that is deeply rooted in our sense of the word - the
following quote is from Friedrich Schlegel's Philosophical Fragments and highlights the double-bind of
criticism — on the one hand we acknowledge a sense of derision inherent in the word criticism, yet at the
same time we recognise the potentially banality of a discourse that is devoid of criticism; 'If some mystical
art lovers who think of every criticism as a dissection and every dissection as a destruction of pleasure
were to think logically, then “wow” would be the best criticism of the greatest work of art. To be sure,
there are critiques which say nothing more, but only take much longer to say it.' Freidrich Schlegel, trans.
by Peter Firchow, Philosophical Fragments (Minneapolis: University of Minnesota Press, 1991) p. 7.

23 I refer here to the work of prominent ‘New Musicologists’ — Rose Rosengard Subotnik, Susan McClary,
Lawrence Kramer, Richard Leppert, Kofi Agawu, Richard Taruskin etc. For criticism of ‘New Musicology’
see Pieter van der Toorn — Music, Politics and the Academy (1996) and Charles Rosen ‘The New Musicology’
in Critical Entertainments: Music Old and New (2000:255-272).
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consider some of the key arguments that have oedupe domain of music criticism in
the recent past. The Grove article begins:

Although many references to music criticism impihe tnarrow definition, it is
important to understand criticism broadly in ordersee the continuity among
various activities of musical interpretation anclexation...European traditions of
music criticism centring on concert music and opgpécally treat music as an art,
as do critical traditions worldwide that derive froEuropean models. In such
discourse, music is one of several art forms alwitlp literature, visual art,
architecture, theatre and dance; this assumptifbecte a conceptual formation
that is historically and geographically specifioften, in music criticism, the
central goal is to evaluate and describe musicata®aas an object of aesthetic
experiencé?

The article draws our attention to two main poifitstly, that music is considered
an art, and as such, is conditioned by certairohicgtlly and geographically specific
concepts and secondly, that, already, the funaifomusic criticism has often been 'to
evaluate and describe music as art or as an objexsthetic experience.” What | am
chiefly concerned with here is the precise nattirthe ‘evaluations’ and ‘descriptions’
of such endeavours. The article also briefly ackedges the problem of defining the
term 'music criticism' and we might understand tharrow definition’ of music
criticism that the article refers to as, initiallthe writing of music criticism in a
journalistic context. Before continuing any furthethink it is important to mention that
by referring to the term 'music criticism' this shstationis notimplying only the kind
of music criticism that appears in a journalistomtext. The fact that newspapers carry
daily reviews of music concerts is symptomatiched thanges that the term ‘criticism’
has been subjected to and as the Grove articléspoirt, more than a few discrepancies
arise when we consider what might be expectedeoptbfessional critic:

The music critic...becomes a representative of egpedd or cultivated
musicians, and can act as an educator in reladi@nlarger, diverse audience. A
tension arises between these two approaches, omading critical authority in

the absence of individualisation, the other grongdiritical authority in special
knowledge and training that distinguish the criitm many other peopfé.

The particular nature of the problem articulatecehee., that there is an inherent
contradiction facing the modern critic; on the drand he must speak for the people,

and therefore be of similar disposition to the pepand on the other hand, he must be a

24 Fred Everett Maus, et al. "CriticismGrove Music OnlineOxford Music Online19 Jan. 2010
<http://www.oxfordmusiconline.com/subscriber/arigjrove/music/40589pgl>.
25 |hi

Ibid.
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specialist, an individual voice of expertise withiis field is one of the many problems
that arise as a result of a contemporary understgraf criticism. In his article ‘The
Authority of Music Criticism’ prominent musicologind composer Edward Cdfie
makes a useful distinction between the kinds ofpfeeavho will normally be involved
in the practice we call music criticism. These #re ‘reviewer’, the ‘teacher’ and the

‘critic proper.’ He refers to the reviewer thus:

The reviewer writes primarily for the consumer. iader wants to know what to
buy: what concerts and operas to attend, what dectr listen to, and what to
think about what he hears. The reviewer's earsn,tmeust be fundamentally
similar to those of the lay audience — althoughe tiopes, sharper and more
focused. His essays must describe as accuratelgossible how the music
sounded — how it went, if it was new; how it wasfpaned, it is was old. If he is
successful his reader will say, “Yes, that is whhaeard,” or, “So that it what |
would have heard if | had been there.” But the eerdr cannot stop with mere
description. He must make a judgement, for whatré@ler is most anxious to
know is, Is it worth hearing, worth attending, wotalking about, worth buying?
Will 1 like it? (Or, Should I like it?) The reviewts authority, then stems from his
reader’s conviction that the reviewer's taste igstworthy — which most
frequently means, consonant with the reader’'s ®voader and better informed,
to be sure, but basically similar (Cone, 1981: 2)

As Cone explains, when it becomes the respongilfitan individual to account
for a musical or aesthetic experience, it is gdhyeagcepted that some level of musical
knowledge is a requirement of such a role. The ipeeaature of this knowledge,
however, is less clear, and to a large extenthéncise of the newspaper reviewer, the
knowledge he possesses is thought to be of a siheleel to his readership. This
acceptance of a kind of critical laymen is a reaselopment, however, and we can
see how sharply this differs from an eighteenthtwgnunderstanding of criticism.
Critica Musica(1722-5), one of the oldest periodicals of therar critical tradition,

defined criticism as:

The precise examination and evaluation of...opiniand arguments in old and
new literature about music...for the elimination dfpimitive [grob] errors and
to promote greater growth in the science of purenbay?’

% Edward Cone, ‘The Authority of Music Criticism’, Journal of the American Musicological Society, 34 (1981),
1-18.

27 Critica Musica is thought to be the first music journal ever published. Founded by Johann Mattheson, it
is in the Leipzig City Music Library. http://www .britannica.com/EBchecked/topic/143356/Critica-Musica
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What is striking about this quote is the mentiorthe word 'literature’. To what
extent, if any, do we expect today’s newspapercctit have a thorough knowledge of
the arguments found in old and new ‘literature’ abmusic? Here we can understand
the term 'literature’, | think, in the widest pddsisense for the time being. That is to
say we can understand the term 'literature’ to nsgaply a written document whose
subject, in this particular instance, is music. €Egoes on to suggest that the reviewer
differs from the teacher because the teacher isectopd with the dissemination of
practical advice to the student. The teacher isoéepsional, he teaches musicians and
the teacher’s authority resides in, ‘the precisbhis technical knowledge, the breadth
of his musical experience, and the ability to appbth knowledge and experience to
the solution of the student’s problems.” (Cone, 1198

One of the fundamental difficulties in fixing a defive meaning of the concept
of criticism stems from the historically inconsisteelationship we have to it. In the
eighteenth century, it was accepted, encouraged, ébat the discourse of music
criticism took placensidethe domain of texts about music. In other worltls, dbjects
under scrutiny were the texts themselves, and makessarily the musical score.
Moreover, contained within the evocation of thartéliterature' is the implication that
this commits theprecise examination and evaluatioof musical texts to a kind of
language that concerns itself witbpinions and argumerits In other words, the
practice of music criticism was obligated to nosioof rhetoric, of argument, and of
reasoned and precise judgements. Admittedly, omddcargue that this definition of
music criticism suffers from the kind of rhetorigdkalism that characterises much of
the German Romantic period. Indeed, it remainsaarcihat greater growth inthe
science of pure harmohymight imply, even if it is simply being faithfulo a
historicised idea of musical tonality. Even thoubk precise date of this quote might
be considered a little premature to be thoughtso$tactly belonging to the period we
know as Romanticism, the use of the word 'harmadwbuld suggest, has connotations
of a ‘unified subjectivity’, or ‘contented spiritliy’ i.e., a state of being in which one is
‘in harmony’ with oneself, the pursuit of which eft occupied German Romantic
thought.

In terms of the state of British music criticismthe eighteenth century, as Herbert
M. Schueller explains, the debates of the periattered on ideas that were related to
imitation and expression, and, he argues, the stbrigritish music criticism in the
eighteenth century remains largely untold. As heasnbpreviously mentioned, it was

thought in Britain too, that those who participatedhe critical writing of music were
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familiar also with a literary tradition, and thusere subject to a ‘variety of
influences® Among these influences were two dominant ide&esing to music and
its effects. The first is concerned with music’spaaity to imitate ‘nature’ (in the
broadest sense of the term, thus including huméurejaand secondly, is the idea that

music’s function was to represent a given statenodtion or affectation:

In musical composition there followed a demand #rat single piece must have a
single style or mood, such as gaiety, livelinegsssambreness. A “sonata” had
one mood, not, like the classical sonata, contrgstioods. Music was a language
which could express passions, affections, and-Egatiments. The composer,
except when he was writing for instruments, hadneke his music correspond
with words. His aim was literary, rather than maskichis duty was affective
representation of words in music (Schueller, 1%45,).

Music’s capacity to ‘express’ emotion and captur@othwas one of the reasons
that opera flourished so successfully in both Bhitiand European musical life.

Schueller gives the following précis of early Bsftimusic criticism:

Though British music criticism has little to sayfdwe 1750, criticism of the opera
in the work of Addison (in th&pectator1711-12) and of John Dennis (1706) had
certain affinities with Continental music criticisnThe influences of British
thought about music were lItalian, German and Frelkcbm France came St
Evremond $ur les opérgsl705), Boileau, Charles Perrauliritique de I'opéra,
1674), and others; later came Dubos (1719), An(lté41), Batteux (1746), and
others. From Germany came t@eitica Musica(1722-25) of Johann Mattheson
and the works of F.W. Marpurg (1718-95). From ltedyne chiefly musicians and
the “Italian style”, but also many technical trea8 which, like those coming from
France, carried rationalistic presuppositions. And all of the Continental
influences on British music criticism there was emgl for the philosophical
guestion of imitation and expression in the antnoic (Schueller, 1948: 548).

All of these influences as well as the close imetisn of philosophical and
musical ideas meant that the British eighteenthturgnmusic critic, was neither a
philosopher nor a musician but rather a little oty ‘The eighteenth century British
music critic was also an amateur philosopher, but Biterary man he was a dilettante in
matters musical. Never a musician, he was intestastacademic problems.’ (Schueller,

1948: 548) Reflections on the qualities and theraxttaristics of the critic lead us to

28 Herbert M. Schueller, ‘“Imitation” and “Expression” in British Music Criticism in the 18th Century’, The
Musical Quarterly, 34 (1948), 544-566 (p. 546).
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Woolf’'s famous incarnation, the common reader, wiilbbe discussed in greater detalil
in Chapter 3.What happens next in British music criticism thougitcording to
Schueller, is that, as a consequence of the mugic’s philosophical and literary
investment, musical composition in Britain enterstate of radical paralysis, whereby,
by 1750 it had rejected the musical development®pera in Europe, and was left
trying to find solutions to the now historical ptetms of the Baroque era; ‘Tacitly, they
admitted that the British composer no longer hadehergy to match the efforts of men
like Purcell...they indicated that the difficulty wamt with Handel's destruction of
British musical efforts, but with the stagnation thie British musical imagination’
(Schueller, 1948: 549). Schueller argues that tkiagnation’ is a result of the
fundamentally ‘conservative’ nature of art critmis But | would query this assertion
and instead would suggest that this fundamentat bptween theory and practice,
whereby practice is left stranded by the pace ebithtical developments, means that a
fissure begins to emerge between the contempoyangimusical discourse and the
practice of musical composition. This fissure alagonism between theory and practice
is something that returns again and again through@@iory, and has an enormous
impact on the concept of criticism. Criticism hadudy to respond to the art work of its
era, but if the language and the ideas accordelatodiscourse of criticism rely on a
historical set of problems, then criticism can omlyer be an antiquated form of
appraisal. The critic is expected to make meaniog fthe activity he observes, yet, this
meaning is somehow burdened with priorities frore gast. What happens in late
eighteenth century Britain, then, is that musicdmees stuck on the idea that it is purely
imitative, but, crucially, imitation of a limiteditkd, whereby music can only imitate
sounds and motions. This was in opposition to ditere and painting which could
recreatehings,trees, faces, etc. (Schueller, 1948: 549). We earhsw this problem of
theory ‘overtaking’ practice gathers pace in eightd and nineteenth century British
music criticism, by looking at the development loé languageof music criticism, for
one of the most fundamental questions we must figkusic criticism is how it arrives

at or decides upon the vocabulary it utilises. Gneve article continues:

Descriptive and interpretative language in criticisanges from technical analysis,
to attributions of affect or expression, to the sndiverse possibilities of figurative
language...Critical language used in interpretatibmusic can itself become a topic
for interpretation; the interpretative issues inieuon one hand, the relation of the
critical language to the music and to listenerpegiences, and on the other hand, the
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relation of the language to other discourses of ariticism, literature, philosophy
and so orf?

It becomes clear, then, the issue of language isianeriticism is one that is
fundamental here. Precisdlpw music is written abouequires one to consider not just
the interpretative problems that accompany suclorssideration, but also, | would
argue, asks one to consider the very style of laggu- that is, one must understand
language at its structural level. As the Grovechatcorrectly surmises, the language of
music criticism can itself be the object of intexfation. The article continues by

speculating about the role experiencen music criticism:

Critical judgements of music originate in experiesicThey depend on experience
of the object of criticism...Enlightenment thinkerst surprisingly, emphasised
the origin of artistic or aesthetic judgements Ire texperiences of distinct
individuals and then found puzzles in the relatiopsbetween individual
subjectivity and the normative character of thegpment’

Critical judgements, then, according to the artielee based on a set af
posteriori conditions, that is, conditions that yield a typé knowledge that is
dependent upon our experience of the music. Blafth this tells us that critical
judgements of music are based on the experieiitialils to tell us anything about the
nature of ‘experience’, nor of how we arrive atshecritical judgements. Schueller
suggests that in the eighteenth century judgemamsit music were (and to a large
extent still are) reliant upon an, ‘improper metaphupon a pun, and [music] was
described by expressions like “high” notes and “lenes’ (Schueller, 1948: 551) This
utilisation of ‘improper metaphors’ is the resuftaofundamentally naive interpretation
of our experience of the world, in which, ‘the wandaven should be set to “high”
tones...and hell in a “low” position.” (Schueller,48 551) In itself, this seems at one
level, a perfectly reasonable thing to do, yet lom other hand, the fact that this idea
survives both the Renaissance and the Baroquedpeaioies with it the suspicion that
such practices do not seem to respond to the gntfea musical experience. It is not
until the appearance of the work of John Brown @)7&chueller explains, that we

begin to see a more nuanced interpretation ofdaa of imitation, in which imitation

2 Fred Everett Maus, et al. "Criticism." Grove Music Online. Oxford Music Online. 19 Jan. 2010
<http://www.oxfordmusiconline.com/subscriber/article/grove/music/40589pg1>.
30 Fred Everett Maus, et al. "Criticism." Grove Music Online. Oxford Music Online. 19 Jan. 2010
<http://www.oxfordmusiconline.com/subscriber/article/grove/music/40589pg1>.
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should come to be understood as imitation of ourstmessential affectations or
emotions. In other words, imitation should no lenge dependent on the particularity
of individual words, ‘To imitate the hills and thalleys was to distort the imitation,
which should deal with the essence of words’ (Sttbyel948: 553). These changes in
the concept of imitation give way, eventually, teedries of expression in British
musical thought and it became common to believé riasic could express emotion

and meaning:

According to Baroque theories and according to aperieighteenth century
theories that followed them, music could imitate express the passions, the
affections, or the sentiments. (Schueller, 1948)55

Importantly, however, these emotions were not fastindividual emotions of a
particular man, rather they were the emotion ofnadin, and of all people. And this
belief accounts for the movement towards the gdisaten and universalisation of
experience prevalent in Romantic thought. Moreovérat is so interesting about a
retrospective account of British music criticism tisat we can see already how
problematic thepracticeof criticism becomes when there is discord betwéeory and
practice. Schueller correctly points out that thére practice of musical composition
came to be adversely affected by stagnant inteié¢hought, and similarly, theory in
turn becomes paralysed by the lack of a practics wghich to comment.

The relationship between theory and practice ikgacup by Patricia Herzog in her
article ‘Music Criticism and Musical Meanirtgy in which she suggests that the focus of

the argument centres largely on aesthetic value:

The aim of music criticism is the articulation afsthetic value. And the music
critic serves this aim not simply by telling us whism an impersonal, objective
sense, music means, but by telling us why musimeaningful. (Herzog, 1995:
299)

Herzog is also rather forthright about the kindpofition the music critic finds

himself in:

31 Patricia Herzog, ‘Music Criticism and Musical Meaning’, The Journal of Aesthetics and Art Criticism, 53
(1995), 299-312.
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Theory and analysis alone fail to provide an imtetige vocabulary rich enough
to do the critic’s job. They do not generate theegaries that tell us why music
matters. And from a critical standpoint, why musiatters is essential to what
music means. Musical meaning as the critic seesllithot necessarily line up

with musical meaning in the eyes of the art histioritheorist or analyst. (Herzog,
1995: 299)

She also criticises music theory of the last 15rgewhich, she suggests:

H[as] not provided[ed] an adequate basis for masitcism. Music criticism is
underdetermined by what autonomy theorists hawditimaally regarded as the
“facts” of musical meaning. Accordingly, the scapfemusical meaning must be
enlarged to accommodate the demands of musicismitidBy grounding musical
meaning in music criticism (I aim to) restore ctelily and vitality to the time-
honored practice of music criticism as the artitafa of human interests and
values. (Herzog, 1995: 300)

Herzog sets up a dialogue between the ‘autonomtesrists, Eduard Hanslick
and Peter Kivy, and the ‘heteronymous’ theoristsisicologists Edward Cone and
Joseph Kerman. Though not in great support of ibndtion between the autonomous
and heteronymous, the former implying a discourfs@®nalist music aesthetics and
the latter implying that the musically beautiful ght not be exclusively musical,
Herzog concedes that it is difficult to escape frorase terms. ©On the Musically
Beautifuf?, Eduard Hanslick denies that music can move a Bstdry virtue of its
emotional content, and argues that what is beautifuvalued in music must be
specifically musical; tones, form, melody, harmortimbre, rhythm. Importantly
though, Hanslick qualifies this by stating thathaligh music can only be beautiful
because of its musical form, music is not emptyalestract. Instead, music has what
Hanslick refers to as “ideal substance.” In otherdg, what can be discerned in the
music is beautiful not just formally, but becauke tdeas that the music relates to, or
indeed, generates, can be considered “ideal” —ish&hey can relate to a notion of the
truth. In addition to this, Hanslick asserts thaitsim cannot find a form in language, that

music is untranslatable. Herzog is quick to pointthe contradiction:

That we cannot say anything about the value of cpusve assent to it, is a
strange statement, to say the least, coming froenobrthe foremost music critics

%2 Eduard Hanslick, On the Musically Beautiful: A Contribution Towards the Revision of the Aesthetics of Music,
ed. by and trans. By Geoffrey Payzant (Indianapolis: Hackett Publishing Company, 1986).
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of the nineteenth century. Someone who truly bekewhat Hanslick says about
musical meaning could never have written the wagdHek did about Beethoven,
Schubert, and Brahms, to name just a few of theposers whose music he
greatly admired. (Herzog. 1995: 302)

But how do we negotiate this contradiction today®eled, how is music criticism

conceived of in current discourse? The concern @damly not a new one in

musicological debates, as the Grove article dematest

Controversies over musical meaning, politics arig €ulture also became more
central to the academic study of music. Kerman %1 @8gued that musicologists'
preoccupation with ‘analysis’ had ‘produced relaly little of intellectual

interest’ because it completely ignored the questb ‘artistic value’; he urged

them to adopt the wider stance of ‘criticism’. Ovéle next decade musical
scholarship did undergo a major change; howeves, eéimphasis was not on
artistic value but on the sociology of music, itdifical meanings and its cultural
contexts. Musicologists followed literary theoristsasking questions about the
kinds of ideas music promotes and why they succ8edhe scholars rejected
aesthetic distinctions altogether and treated masi@a coded tract concerning
sexuality and politics; scholarly papers on thenagraphy of the pop star
Madonna became as common as studies of the Classpta In the 1990s it

sometimes seemed that criticism in the broadestesévad become a goal of

musicology, while journalistic criticism often rettted to the comfort of
‘reviewing’.®

And on the future of musical criticism:

Despite these changes, though, at the beginnirtgeo1st century the future of
traditional music criticism was more uncertain tliamad ever been... As the 21st
century began, it was increasingly clear that titere nature of music criticism
was increasingly unclear, leaving feelings of dignabong with hope for as yet
unforeseen possibilitie®.

To a large extent, this dissertation seeks tofglanme of the uncertainty around

the nature of music criticism, and, furthermordyope to show that Woolf's writing

yields ‘as yet unforeseen possibilities’ with redjaio the articulation of musical

asethetic experience.

33 Fred Everett Maus, et al. "CriticismGrove Music OnlineOxford Music Online19 Jan. 2010
<http://www.oxfordmusiconline.com/subscriber/arigjrove/music/40589pg3>.

% Ibid.
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Issues in Contemporary Music Criticism

In terms of more recent scholarship, the searchafonore experientially centred
form of writing is reflected in an essay by Roses&wggard Subotnik entitleBoward
the Next Paradigm of Musical Scholarskiptten in 2004. Subotnik writes:

On one side, | wanted thinking about music to seet not just occasionally but
constantly with the most exciting issues availabléhe mind: defining the good
in life (moral philosophy and social theory) andart (criticism and aesthetic
theory). On the other side, | wanted to find waysengaging with music that
permitted me to say something valuable about aepigthout invariably needing

first to achieve mastery over every element ofatenal detail. Most of all, | think,

| was desperate for a norm of writing about musiat tcentred on good and
exciting uses of the English language, uses thaishad technical signs to the
extent possible and referred those remaining ridgasst in the first instance, to
scor)ge-ss or complex diagrams but to ideas in theingriitself. (Subotnik, 2004:

281

Woolf finds ways of ‘saying something valuable’ abonusic that contribute to the
scholarly paradigm Subotnik describes. This migigns a little strange given that she
predates Subotnik by over half a century, but ipessible to re-interpret Subotnik’s
appeal for a new paradigm by looking again at tia¢enmal already provided by history.
There is no urgent need to throw out old methodeképr the sake of trying to invent a
new one; rather pre-existing methodologies neebetmdapted to make use of non-
musical texts and texts which contain incidentalsival references. There is nothing
‘new’, as such, about Subotnik’s Next Paradigm,, amdeed, it is a little surprising that
there is no explicit reference to Adorno or identhinking in her discussion of
‘mastery’, but perhaps this is because any expharing of identity-thinking, could
itself be considered an example of such thoughboik is looking for ways out of
structural listening; however, such a manoeuvresdbvenecessarily do away with the
ideology of musical meaning, it simply sounds léwalternative method to analysis.

Subotnik’s Next Paradigm argues for a new kindistehing that is able to take
account for the phenomenal aspect of music butayethe same time resists the
temptation to aspire to complete control over thasim through formal analysis.
However, a further problem with Subotnik’s paradigsnthat it implies that analysis

really did or indeed does have the potential taiobfull control over the music. But

%5 Rose Subotnik, ‘Afterword: Toward the Next Parawligf Musical Scholarship’ ilBeyond Structural
Listening?: Postmodern Modes of Hearingd. by Andrew Dell’Antonio (Berkeley: Universitgf
California Press, 2004), pp. 279-303 (p.281).
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perhaps the issue is not one of control, but ratfiezontainment. Analysis seems to
places certain boundaries around music, it implesmimits, but this would not imply
that analysis saysverythingabout a piece of music; rather that analysis saysething
about music. Subotnik again:

When Fred Maus makes his elegant diagnoses ofitnaali music theory as itself
a kind of defence mechanism, he stresses not belyaotentially overwhelming
power of music but also the lengths to which analygpically goes to contain
that power; in effect he presented the middle atel twentieth-century paradigm
toward a new alternative based on ‘a tense, complexion of shared agency and
responsibility,” that is, toward a ‘positive modefl shared creatioh(Subotnik,
2004: 286)

Pursuing the ‘meaning’ or ‘truth’ of a musical tedcupies students and scholars alike,
but Subotnik and the other essayists in the cadlecsuggest that there is growing

‘distrust and rejection of mastery as a goal onea®a virtue.” She continues:

And indeed, one can argue that the turn away, ig1wblume, from associating

musical works with mastery reflects the larger tuowards scholarly self-

reflexiveness and, with it, a growing willingnessatcknowledge a whole range of
limitations — creative, theoretical, epistemologieato which composers and
critics alike are subject. (Subotnik, 2004: 289)

It picks up a similar thread that is visible in Rubolie’s bookMusic in Other

Words: Victorian Conversationg which she writes:

Nearly forty years ago...l learned what has becoroengral preoccupation of my
historical thought, the cardinal importance of “whgges without saying”: the

evidence we will never find is just that informatiohat our historical subjects
considered too obvious to be worth mentioningyvésy centrality marked by its

absence. Far from occasioning the discouragemamight have, this warning

spurred my interest in nearly-dead metaphors, m&rmodelling systems,

persistent but unscrutinised cultural tropes — lagg in general, especially the
most casual — for glimmerings of what might be hiege blank spaces, legible
traces of the unsaid. (Solie, 2004: 1)

As has already been alluded to, Woolf's writing atbmusic makes a space for the
inexpert listener, and, by virtue of her lack o€heical musical vocabulary, she is
forced to imagine other ways of writing about mushdnd this, in accordance with
Subotnik’s New Paradigm, allows us to use Woolfaasexample of a writer who is
unconcerned with the mastery of a piece of musicoMy| argue therefore, contributes
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to an area of musical scholarship that is concemiéd the problems of interpretation
and experience. Subotnik argues that scholars aficrpursue a unified account of
interpretation and experience, that is, they seeKirtd ways of making how we
experience music correspond to the ways in whicht #xperience comes to be
articulated. Subotnik and others in the volume agi®at this approach conceals a
misunderstanding about the true nature of listemind musical experience, because it
relies on our ability to make sense of and comfylateaster our musical experiences.
However, if we renounce the claim to mastery, wendbnecessarily give up the claim
to a meaningful and insightful musical experiengher, we acknowledge that the
incompleteness of listening still lends itself toterpretation and understanding.
Subotnik:

As these and other contributors to this volume ragaid again make clear, the
difficulties of articulating the inarticulable areonstrued within the Next

Paradigm as the condition that underlies all wgitabout music. (Subotnik, 2004:
291)

The reason why Woolf, in particular, gives us sakadnsights into musical
criticism is because she is self-consciously aewrithat is, she is always already
reflecting on the value and status of her work. réfae, she is able to imagine the
space between the given of experience, that whiehmight call reality, and how that
experience comes to be articulated in another kinfbrm, in this instance, essays,

diaries and letters. Thus, Woolf speaks directlgriother of Subotnik’s concerns:

What emerges from these numerous invocations ofioteminadequacies,
difficulties, and gaps is the sense that the Nexaéigm is being shaped, in parts,
by doubts, and even a pervasive anxiety, abousttitas and future of writing. On
one level the question being raised is this: irtiagi about music, what can one
say that is valuable and true? The ongoing shiftcited earlier, from
foundationalist principles to aesthetic sensileiitias a standard for appraising
scholarship, has decreased the possibility of amsgethis question with
authority; and the erosion of authority raises gasufor doubt, in turn, about the
general importance of one’s own work. (Subotnil)£2®91)
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The Problem of Mastery

In the introduction tdBeyond Structural Listening? Postmodern Modes ddridg,
Andrew Dell’Antonio contextualizes the book’s essdoy initially suggesting that they
are all a response to one particular issue, nanglipotnik’s conception of structural

listening:

Which she sees as originating primarily with Sche¥g and Adorno, and
becoming the prevalent aesthetic paradigm in Geienand Anglo-American
musical scholarship. In her usage the term desgreat approach to listening that
considers musical works as autonomous structurisede'wholly through some
implicit and intelligible principle of unity. Straeral listeners who believe in the
autonomous art work believe also in the ‘possiiliif reasoned musical
discourse,’ and thus seek to find ‘objectively deti@able’ ‘interconnectedness of
structure...This leads them to ‘end by locating maisi@lue wholly within some
formal sort of parameter, to which it is the list€s business to attend.’
(Dell’Antonio, 2004: 1)

One essay in particular in the collection that sleatplicitly with some of the
problems of experiencing music (problems which Woalso articulates) is
‘Uncertainty, Disorientation, and Loss as Resporneeslusical Structuré® by Joseph
Dubiel. Dubiel begins by criticizing what he regsuas the limiting nature of the term
‘structure’ by pointing out that it normally conmest a ‘pattern...logical
consequence...the satisfaction of a requirement.. atadid.” (Dubiel, 2004: 174) He
then, quite rightly, points out that the term aisplies that which isiot structural; in
other words, he argues that any attempt to distaneself from a structural listening
implies that a lot of what occurs in music coulddikeer then structural. Furthermore,
theseother aspects are necessarily divorced from the strectgelf, *...the idea is
suppressed that ornament and colour and expreasto@mong other things, aspects of
‘structure... (Dubiel, 2004: 174) However, Dubiel is altogethteo quick to assume
that Subotnik’s conception of structure supporteeassertion of binarisms. As she
points out in the Afterword of the book, Subotniways intended her idea of structure
to be thought of as amspectof style, and in this sense, it would automaticaiclude

the ornamental, colouristic and expressionisticeaspof structure that Dubiel thinks

36 Joseph Dubiel, ‘Uncertainty, Disorientation, anabs as Responses to Musical StructureBegond
Structural Listening? Postmodern Modes of Hearied, by Andrew Dell’Antonio (Berkeley; Los
Angeles; London: University of California Pressp2) pp. 173-200.
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she rejects. Subotnik therefore sees structurestyid as being part of a dialectical
relationship. However, if Dubiel's early mistake hgs limited understanding of the
breadth of Subotnik’s idea of structure, one waylbes ingratiate himself to the reader
is by proposing several theoretical approachesusical analysis that avoithiastering
the text in any way. The idea of an analytical atical mastery of a text is one that is
singularly important for this chapter, and | wiligae that Woolf offers us a way of
renegotiating the problem later on. By masteringehn to pick up on another theme of
Subotnik’s critique of structural listening thatshpreviously been mentioned in the

Introduction to this dissertation:

On no topic discussed in this volume is there greabanimity: every contributor
casts doubt, at some level, on the possibility emide of mastery as a concept
within the framework of studying music...Not surpnigly, rejections of mastery
are most often aimed in this book at specificallyusinal modes of
reception...Unity of interpretation with experiensesurely the unspoken object
within any notion of critical or analytical masteiy is precisely what these, and
any, scholars give up on when they renounce thenda mastery. (Subotnik,
2004: 289-90)

There are several ways that Dubiel attempts toesms$dihe problem of analytical or
critical mastery in his essay. In an analysis ofg&’sTristan and Isoldghe begins by
claiming that a moment of ‘high impact’ in the mustoincided with a structural
manoeuvre in the score that he claims to have beaware of. Accordingly, he goes in
search of the structural detail only to find thae tiscovery of compositional technique
does little to further his desire to account foe tpsychically jarring’ experience of
listening. However, and somewhat disappointinglybl@l seems to get round this
short-fall by simply suggesting that, ‘the admissiof difficulty — in both senses of
admission: owning up to it and letting it into thiscussion — is an unusual analytical
manoeuvre, if not indeed the opposite of the warélysis tries to do.” (Dubiel, 2004:
180) Although this is an admirable sentiment, wiiety Dubiel never quite manages to
apply the same analytical rigour to his experiereese does to the score. His next
attempt comes through an analysis of Morton Feldsn@rnadic Memoriesin which
Dubiel can only manage to articulate that his eigpee of a particular rhythmic
structure is ‘wobbly’ and yet again avoids fullyngdrating his experience by remaining

complicit with an idea of ‘vagueness’:
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Part of what | find interesting about this accoohthis music is the degree of
overkill in the notation relative to what | say I'getting out of it; or, to put this in
a more encouraging way, the degree to which whmtgdioposing as a hearing
does not involve recovering every bit of detailtthean see (or think | see) in the
notation. The perceived outcome of this oddly djeobtation, I'm claiming, is a
particular kind ofvaguenessabout a particular kind of thing. (Dubiel, 20086}

Frustratingly, Dubiel seems to become increasingiygnvinced that the
‘vagueness’ of a piece of music is an objective,fand he struggles to find a way of
adequately interpreting his listening. One suchggfle is apparent when he resorts to
giving legitimacy to the surely now irrelevant debabout a composer’s intention
being a way of working out what a piece ‘means'rtikermore, he seems to conclude
his analysis of the Feldman piece by claiming, irather banal way, that any working
out of what one is hearingnay take some imagination to figure ouurthermore, and
a little surprisingly, Dubiel ultimately thwarts shiown attempts to move away from
assumptions about musical-technical analysis bifineéng the potential benefits of

such activity:

Actually, a good reason to carry on music-analyti@stigations is that they may
help us to recognize sensations that we didn’izealle were having. The effort
to figure out what the effect could possibly be soime feature of the sonic
configuration may lead to a raising of consciousnéBubiel, 2004: 187)

What is most striking about Dubiel's essay, and whys important in this
particular context, is the sense that he might haxested an opportunity to say
something significant about the original problemnmdstery that Subotnik raises in her
critigue of structural listening. Dubiel goes so & to make some interesting and
important theoretical insights into the idea of makstructure, but one gets the sense
that his attempt at theoretical tenacity gives wayis more accomplished analytical
skills. This is most evident in his conclusion itieh he seems to support what we
might broadly refer to as a ‘dialogical’ listeniras opposed to a ‘masterful’ one. Quite
rightly, he notes that analysis can fall victimriotions of obligation to the musical
work, but, in my view, he consistently fails to cbafar enough into the dialectical
network of his vocabulary. For example, merely aepig the word ‘structure’ with his
own term, ‘systems’, Dubiel simply rejects the patiof a singular master of the

musical work with a theory that would allow for rtiple masters, if you like. This kind
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of conceptual confusion means that Dubiel himse#nss unable to escape from the
binary mode of thinking he warns us about in theottuction to his essay.
One of the main problems with the idea of mastetyich Dubiel fails to mention,

is the need, if one is going to deal with suchdiaj to adequately account for the place
of interpretation inside this matrix of structutitening. Analysis is an interpretative
method which relies on the established lexiconeominology. Calling into question
either the interpretative act itself, or, indedd tanguage employed in such an activity
requires us to look back momentarily to the develept of a critical language with
which we have, arguably, sought to master workarof

At the heart of critical practice there is a tensibetween experience and the
resulting articulation of that experience. To af@te the value and meaning of an
experience is what is expected of the critic, yetaining faithful to an experience may
come at the expense of that other criterion ofioisin; the production and
dissemination of knowledge. One of the primary fiors of criticism, therefore, has
been to try and negotiate the dialectic of expegeand interpretation, and what is
fundamental to the way we understand the conceptitifism is the way in which the
notion of interpretation seems to survive the pssc®f mutation that criticism
undergoes throughout the centuries. The abilityinterpret is something that has

remained central to our understanding of who &dstand what he does.

The Renewal of Criticism

| would like now to try and expand our understagdiof the development of

criticism by turning to the work of Simon Jarvis ege article ‘An Undeleter for
, 37

Criticism’°* asserts that there is an obligation to renew linking about criticism:

Suppressing the question of art, we suppress thigyab think about how our
own making may be anything but “production.” Sugsiag the question of
beauty, we suppress the ability to think how ouna@axperience may be anything
but “consumption.” Paid thinkers have a particuksponsibility to challenge the
mistransfiguration of production and consumptiorioirthe permanent and
universal lineaments of experience. (Jarvis, 2802:

Jarvis begins his essay by noting that the wildball discourse of ‘aesthetics’ requires

us to account for two things; experiences and ideas

37 Simon Jarvis, ‘An Undeleter for Criticisniacritics, 32, (2002), p. 3-18.
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Is there an experience of beauty, or is it only W& sometimes choose to sort and
name certain experiences by using a set of ternggnating often in ancient and
medieval philosophy and by a long process of mutagind manipulation arriving
under the disciplinary heading of “aesthetics”?] [t does not only ask for
information about the history of the formation bétconcept of aesthetics; it also
asks for information about experiences. But infdroraabout experiences is hard
to come by. This is not only, perhaps, for the dargason that “information is
concerned with alien objects,” rather than withengnces, but also for the more
local one that “aesthetics” does not often atteimutescribe any experiences with
determined fidelity. (Jarvis, 2002: 3)

Jarvis’s quote not only helps explain why | feltniécessary to try and give a brief
history of music criticism but it also recognizée tourden felt by those whose job it is
to try and write about experience, ‘Professionatimg demands not that we merely
report on our own subjective experiences, but thatproduce knowledge.’(Jarvis,
2002: 3) The obligation to produce knowledge, tfeee is perhaps what leads Jarvis to
mention the strict ‘philosophical grammar’ that ioges itself upon judgements about
beauty. He points out that we cannot expect judgesn@bout beauty to automatically
constitute knowledge because beauty evades logizsoning (because it concerns
personal values and not simply facts) — yet atshmme time, ‘they are not...merely
reports of a purely subjective experience eithédarvis, 2002: 5) The problem
therefore, for criticism, becomes about negotiatthgs middle ground somehow
between subject and object. But Jarvis astutelyitpoout that we are, to a certain
extent, misguided to think that an experience @fuiye can be faithfully rendered by a
grammar which seems to obfuscate our conceptitmotbf ‘beauty’ and ‘experience’.
Jarvis goes on to try and articulate the procesdugiing an experience into

knowledge and comes to the conclusion that in aaldp so, such a:

Making has depended upon the deletion of everythigsyncratic about my

experience and, with it, upon the deletion of etr@ng that makes that experience
an experience [...] What has happened here? The dieldriticism has been

deleted [...] that field which lies between or beyoadationalism which can

prove what is beautiful, and a relativism which Wsowhat it likes. (Jarvis, 2002:

6)

He develops his argument by pointing out that attirart of criticism lies a tension
between the aesthetic and the cognitive, a proltlesh he explains by analyzing
Kantian aesthetics. He suggests, in reference tat’'&ahird Critique, that aesthetic

judgement has been based on an initial flaw indisénction between ‘the good, the
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true and the beautiful’ (Jarvis, 2002: 8) becatsiffers from what he refers to as ‘a
hierarchical asymmetry.’(Jarvis, 2002: 8) This aselry is produced because Kant
specifies that “there are two kinds of concept#fie“concept of nature and the concept
of freedom.” In the tripartite group of ‘the goaithe true and the beautiful’, it is the

concept of the beautiful that is, if you like, thdd one out. This is because the good
and the true can be sought from the array of cascgpen by the two overarching

concepts of Nature and Freedom. The beautiful, kewéas no concepts that belong to

itself. Jarvis explains the consequence of thisnasgtry:

The way the categorical separation of true, goad, teeautiful is specified is both
what deprives beauty of any concepts of its ownahdt requires that beauty be
explained by analogies with the only two sourcesaicepts available. (Jarvis,
2002: 8)

In other words, aesthetic judgement, accordingaotkin metaphysics at least, relies on
analogies made to the concepts belonging to theyoees of the good and the true, and
not on concepts germane to ‘beauty’. The effecdpced is a kind of incongruous
cross-referencing; whereby neither beauty, nor eepee can come to be articulated
honestly, because they must always employ the wibaab of foreign conceptual
categories. The point that Jarvis is making is thdicism lies in a similar relation to
equivocality as the concept of beauty does. Altinobhg concedes that ‘characterising
the terrain of criticism does not require Kantiapiseemology and Kantian
antimetaphysical metaphysics to sustain it’ (Jar202: 9) | maintain that this kind of
conceptual enlightening of criticism is helpful ianderstanding why aesthetic
experience is so hard to articulate, and is exemphaits commitment to a heightened
awareness of a specific aspect of the complex Je@hcaesthetic thought. Jarvis’s
attention to detail also prophesises the endinpi®fessay in which he argues for an
honoring of the particularity of experience. Heersf to the relationship between
phenomenology and philology as being one thatitid of criticism might model itself
on:

There could be worse models for criticism, alwagmembering that marriage,
“not a contractual relationship as far as its esakebasis is concerned,” is not
seamless cooperation, but at once supersedes asers antagonism in love.
Such a criticism would by no means imply a retfeatn the minute particularity
of art or of nature. Instead, it would no longeedédo insist that access to the
complexity of phenomena arises in proportion to thedetion of everything
singular about my response to them. (Jarvis, 200p:
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It is not my intention to go into detail about thedel that Jarvis ends up with here,
rather, | want to re-read Jarvis’s argument as doeasonant with a problem facing
music criticism. His desire to retain ‘everythinghgular’ about his response to
phenomena highlights a recent musicological delzé is also concerned with the
faithful articulation of musical experience. Theotwvriters in this case, Jarvis and
musicologist Rose Rosengard Subotnik, seem to cgavever a shared desire to
expand the parameters of academic discourse so amdrhit singular, personal
experience as a facet of analysis. | suggest thr@alf& writing about music could be
used a ‘model' for the kind of criticism that Jarvargues is in danger of being
overlooked. Woolf’s criticism, | will show, presey thedistancebetween the aesthetic
and the cognitive by refusing to attempt to mastey of her musical encounters
through theorization. Her preservation of this afite is, | think, similar to Jarvis’'s
appeal to preserve the equivocal nature of cnitician equivocality that essentially
definescriticism.
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Chapter 3

‘Innumerable threads’: Writing unreconciled
subjectivity

This chapter will explore the equivocality that\damecognises splits subjectivity
in the writing of experience by looking in detatl faur essays from Woolf's oeuvre,
‘The Common Reader’, ‘Street Haunting: A London Adture’, ‘Sketch of the Past’
and ‘Evening Over Sussex: Reflections in a Motor' .Qdy reason for choosing these
essays in particular is because they attempt tberea fractured subjectivity whole but
in doing so they merely affirm the impossibility ifich a reconciliation. In these essays,
Woolf’s writing of the self produces what is tantaumt to a phenomenological analysis
of subjectivity as contradictory, transient andréfere illusory; but also in terms of
presence and absence, subjectivity is considerdwkiaspect of life and death. And it is
precisely this complex and exemplary pattern ofa#irmation and self-negation that
can be salvaged for a poetics of criticism.

| will read the ‘The Common Reader somewhat adgathe grain. This short
prefatory essay, which ostensibly acts as an iotthon and might be thought to unify
the remaining essays in the volume through theilstialy hypothesis of the common
reader, actually presents a confused and confysatgre of what reading amounts to.
If the essay itself is analysed in terms of its aWwetoric, it is not actually constitutive
of a viable subject position for the reader fromchithe essays may be approached, but
it is, rather, a text which subtly undermines suacliposition. My reading of ‘Street
Haunting’ then builds on this sense of instabiby arguing that Woolf discreetly and
persistently invokes a chimeric selfhood. The itdelf implies ghostly presences; a self
that is displaced and disembodied. This partid isdiltrates crowds, bodies, minds,
people, and noise and sees life manifested thr@aughanifold of perspectives. She
examinesthe capacity of the self to transform and deludelfi to evade itself and
eventually negate itself. ‘Sketch of the Past’ wito be read in the light of a fractured
subjectivity which relies on recollection and megnas a way of reproducing a partial
self. In ‘Evening over Sussex’, Woolf attempts eégancile four separate selves during a
drive through the English countryside, and | wilbae that the essay is in fact the
narration of the process of the splitting and pagttback together of consciousness in

which it can be seen that the final, reunified sabjis merely an illusion. | will be
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arguing that these four essays have two strikingnmonalities; without explicit
philosophical terminology or an overt sceptical radge she addresses the fallibility of
the thesis of am priori subjectivity. Secondly, and in relation to wholsseall four
essays are concerned with history and an ideaegddlst. The past, for Woolf, acted as a
lens through which one could see all aspects & artificiality. But it was, ultimately,
the standpoint of theeerthat Woolf was interested in exploring and defegdiThe
term “history” comes back in her writing as somethiof a pedal point, it seems an
instinct to discover the finality of her own positi acts as a cover concept for the
legitimisation and stabilisation of her ideas, awthveys her concern to make broader
gestures in the direction of authority. And, momgwsuch a person could act as the
'vital connection' between the living and the dehdt us suppose that the 'vital
connection' Woolf writes of is theommon readet’ From her point of view, the age of
the great critic — 'The Dryden, the Johnson, théekige, the Arnold' was long dead,
and all we could do was look back with envy to plast. She knew at this early stage
that history had a true bearing on the preserdctielg the scholarliness of other literary
histories, instead wanting to capture in her dstig the immediacy and intimacy of
conversation.

The figure of the common reader is essentiallytitets, but it can be read as the
articulation of a particular subjectivity that hams a discourse of difference. Woolf
constructs the common reader like she would a cterrén a novel. She writes in a
letter to Janet Case on thé2Rine 1925:

My dear Janet, | am very glad you like the Commesdrer. | was rather nervous
lest you should curse my impertinence for writitgpat Greel{On Not Knowing
Greek], when you are quite aware of my complete ignorahagonder if you
think that | said anything to the point about Grédékam in a state of complete
bewilderment, as everyone seems to prefer eitherDatloway to the C.R. or the
other way about, and implore me to widtely novels oronly criticism, and | want
to do both. (L3: 191

One way of confronting the past is through the mgkof aesthetic objects.
Through the figure of the Common Reader — the neatie Woolf constructs — we now
have the ability to 'take on' the stories, the grdgnts, and the actions of the past. She

fictionalises history as a way of criticising iuZnne Nalbantian observes that:
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Woolf used her discussion of Proust to warn hedeeathat the purpose of art
was not to provide psychological insight into thether, for truth had to be
measured by the standards of art rather than(Nig@bantian, 1994: 139)

Instead, she notices that Woolf has, ‘An aesthetantation towards the use of
life material.” (Nalbantian, 1994: 139) Art has thkility to intervene in the making
of a history, and for Woolf, writing was a way tb doing this. We might say that
Woolf is writing literary history, in the true sensf the phrase. That is to say, she is
not writing the history of literature, per se, mtlshe makehistory literary. And in
her kind of criticism, the book becomes the crétitd the form is used critically. In
many ways Woolf puts forward exitical notion of history whereby she isolates,
breaks up and dissolves certain moments of histdfg. might then say that for
Woolf history is not that which dictates the maaeof the work of art, rather history
itself becomes the material with which we constroetv works. This is most

explicitly articulated in “‘The Common Reader’:

Above all, he is guided by an instinct to createHmnself, out of whatever odds
and ends he can come by, some kind of whole —tagitasf a man, a sketch of an
age, a theory of the art of writing. (CR1: 1)

We find a correlation in Adorno:

Understanding in the highest sense — a solutioth@fenigma that at the same
time maintains the enigma — depends on a spirsai@in of art and artistic
experience whose primary medium is the imagina(ai: 162)

For Adorno, subjective mediation of the art worksvezntral to the possibility of
the work’s objectivity. The experiencing subjectstivity in the face of the work
contributes to, or composes, a perception of thecplthus understanding, according to
Adorno, is immanently dialectical, a negotiationtvbeen the empirical reality of the
artistic material and the arbitrary, ungovernedesgignces of the viewing subject. We
find a corollary gesture in ‘The Common Reader a8Ketch of the Past’, Woolf's
attempt to articulate a unique critical subjectittiat negotiates, and indeed, challenges
the boundaries of received critical practice arftbrship. The common reader ‘creates
for himself’, is guided by his instinct, and pritges pleasure in aesthetic experience.

The common reader has what Adorno might refer ta ‘aseative imagination.’ In fact,
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these essays in particular address a number ofnAdor concerns; the subject-object
dialectic relates directly to Woolf's theorizatiofthe form of the essay and the role of
the essayist; both writers emphasise the importasicémagination in aesthetic
experience, and the part/whole dialectic is givew ninsights through Woolf's work,
which, in line with Adorno’s thinking i\esthetic Theoryestifies, ‘to the unreconciled
and at the same time envision[s] its reconciliatiOhT: 221).

There is no shortage of research that attestseattention Woolf gave to the
practices of reading and writing, and her attenptarticulate the precise nature of her
own practices fill numerous pages of the diaried ktters. The Common Readeof
which there are two series, was first publishetid85 and contains a collection of short
essays that had already appeared in journalistio fo literary periodicals or political
pamphlets. Despite the fact that these essays waaNg been commissioned, and
therefore subject to the vagaries of editorial t@msts, Woolf, nevertheless, tries to
find some connecting thread to harness the hetrediyeof the two volumes. In fact,
the desire to make some kind of ‘whole’ from theseeilany of the various essays
preoccupied Woolf greatly, both as essayist anceligtv By 1925 Woolf is forty three
years of age and has already established herself'sexious’ writer, though was still
not what we might consider ‘a household name’. Hmvethe general public would
have been familiar with some of her works alreallye Voyage Oufl1915),Night and
Day (1919) andlacob’s Roon{(1922). The Common Readefso comes one year after
Woolf’s literary manifesto ‘Mr. Bennet and Mrs. Bva’ (1924). By this stage in her
life, Woolf's aesthetic reflection and interestganre theory has deepened and gathered
force. This comes to light in the eponymously ttlentroduction to theCommon
Reader.

‘The Common Reader’

In this briefest of essays, ‘The Common Readerladne thought of as a pivotal
figure in Woolf's philosophy of criticism. Neitheeritic, nor scholar, the common
reader is ‘worse educated, and nature has notdghtem so generously.” (CR1: 1)
Denied the relative epistemological stability oé ttvorld of the critic or scholar, the
common reader is forced to fashion his impressionghatever make-shift way he can.
He must, ‘run up some rickety and ramshackle falwlich shall give him the

temporary satisfaction of looking sufficiently likke real object to allow of affection,
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laughter, and argument.” (CR1: 1). Woolf's deprewapicture of the common reader
continues as she describes him as, ‘hasty, inaeguaad superficial.” (CR1: 1) But
beneath this outward disregard for the common matterary skills, Woolf reinstates
the critical importance of the common reader’'s apph at the end of the essay when
she claims that his observations will, ‘contribtdeso mighty a result.” (CR1: 2) In fact,
this is just one of many paradoxes in this essaighvban be regarded in the light of
Adorno’s philosophy of the irreconcilability of thert work. ‘The Common Reader’
implies commonality and a sense of shared commuilityese disparate essays find
their connection, their wholeness in the commoleealhe common reader represents
a subject position which unifies, joins togethed amakes connections with others. This
was supposed to be the function of Woolf's intrddug essay. Yet, in fact, the entire
piece is characterised by contradiction and comoaies not a universal, unified
understanding of subjectivity, but something mucloren sophisticated; the essay
purports to an idea of ‘wholeness’, yet undermitinés very wholeness in its execution.
An example of this first appears in the second gragh, when Woolf writes, ‘Above
all he is guided by an instinct to create for hilyseut of whatever odds and ends he
can come by, some kind of whole — a portrait ofanja sketch of an age, a theory of
the art of writing.” (CR1: 1) But Woolf's ‘whole’eems to consist only of fragments; a
portrait is not a man, a sketch is a mere outkme, art cannot be entirely explained by
theory. What is at stake in ‘The Common Readeth& epistemological value of the
presentation of unreified subjectivity. That isday, the essay confronts us with the
reality of our own experience, precisely becausedssay is laced with contradiction
and inconsistencyhilst claiming to be otherwis@here can be no knowledge of an
object without the perspective of the subject’'sategion of that object. And in this
sense, we gain knowledge not from the essay itsetffrom our confrontation with the
particularity of the essay’s contradictions. ‘Then@mon Reader’, whilst purporting to
an idea of wholeness actually presents us with vl opposite, and it is our
experience of confronting this contradiction thardpts the reifying discourse of the
subject/object dialectic.

‘Subject and Object’ from 1969 encapsulates someéAddrno’s fundamental
philosophical arguments. Martin Jay’s reading obAw’s essay is particularly helpful
here as it emphasizes the material reality of Adsrmationale. Despite the complex
philosophical language that surrounds the subjeietéd dialectic, at heart, Adorno’s

concern remained centred on how we relate to oupwsuding environments. But the
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problem of conceiving of an adequate conceptiorsudfjectivity from which one’s
relation to the world could be established becomese complex still with Adorno’s
insistence that a collective concept of the suldpts to account for the uniqueness and

individuality of any particular person. Thus, weia at an intellectual crossroads:

If on the other hand we tried to define the twon®rso as to avoid this type of
complication, we would land in an aporia that addsthe problematics of

defining...for in a way, the concepts of subject atgect — or rather, the things
they intend — have priority before all definitiobefining means that something
objective, no matter what it may be in itself, ibjctively captured by means of
a fixed concept. Hence the resistance offered fmidg by subject and object.

(Adorno, 1987: 498)

Woolf's essay, replete with inconsistencies andtreamfictions, therefore prevents the
sundering of the subject by means of a fixed conaem thus th@articularity of the
common reader remains intact. This understandinfpefigure of the common reader
has implications for the subject/object dialectiecéuse it reinforces the need to
critically engage with objects, whether those ofsjeare the specific works Woolf
mentions in her essays, the essays themselves\etacritically, the act of reflection

itself.

The rhetoric of reflection, and the possible mldsiered interpretations these
reflections give rise to, is clear in both ‘Subjaod Object’ and ‘The Common Reader.’
Woolf's essay begins with a reflection on the masd the opening sentence is an echo
from Dr Johnson’d.ife of Grayin which she quotes, ‘...l rejoice to concur withe th
common reader.” But the essay’s most revealingecdin comes here, ‘He never
ceases, as he reads, to run up some rickety arghaakie fabric which shall give him
the temporary satisfaction of looking sufficientlike the real object to allow of
affection, laughter, and argument.” (CR1: 1). Theal object’ here is the critic or the
scholar, but their status as ‘object’ is intercheaige with ‘subject’. Thus the
equivocality of the dialectic is on full displayufhermore, that the common reader
would only ever be able to provide a reading thatil ook sufficiently likethat of the
critic or the scholar further entrenches the compdéructures of impressions and
reflections, and the illusory nature of the dialectlusory because any separation of
subject and object is (as both Adorno and Wooliifigsone of the fundamental errors

of epistemology. Martin Jay explains:
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To move from error to truth requires a critique adncepts that pits their
ambiguous implications against the social worldvtdch they imperfectly refer;
the result will not merely be that the conceptiadequate to the world, but also
that the world as it presently is constituted esd@quate to certain meanings of the
concept. The particular error of contemporary epigilogy...is the radical
separation of subject and object, which has be@&mndamental assumption of
Western thought at least since Descartes. (Jay,: B49

This illusory subject/object aporia is capturedidiiy by Woolf's essay as she
sustains a paradoxical rhetoric throughout. ButAderno notes, this aporia is both
illusory and real at the same time, and this isipedy why it is meaningful. He writes:

The separation of subject and object is both redliBusory. True, because in the
cognitive realm it serves to express the real sjoar, the dichotomy of the
human condition, a coercive development. Falsealmsx the resulting separation

must not be hypostasized, not magically transforinéal an invariant. (Adorno,
1987: 498-9)

This rather confusing use of true and false referédorno’s ongoing dialogue with
Hegelian dialectics and gives rise to the procléamnain Minima Moralia that, ‘the
whole is the false.” (MM: 50) Truth, as Adorno meato imply here, refers to the
current state of the human condition and the cdidtary nature of experience. It
refers, essentially, to the truth of human sufigis it continually tries to come to terms
with the world around it and the objects in it withe dominating impulse of
instrumental reason which ultimately falsifies thabject and its experience. ‘The
Common Reader ostensibly attempts to suppressrdusteeity for the sake of
unification, but, as | have shown, ultimately résidoing so. We can see how this
speaks directly to Adorno’s philosophy of identisnd non-identity, because the
resulting effect of Woolf's writing is the salvaginand protection of a non-reified
subjectivity. That is to say, Woolf's work testdietco the redemptive power of the
remembrance and restoration of difference and quéatity to the subject/object

dialectic.
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‘Street Haunting: A London Adventure’

‘Street Haunting: A London Adventure’ first appediia theYale Revievin October
1927 and is a vivid insight into the colourful anaried life that wanders through the
streets of London. But it is also evidence of Waailiscription of a nomadic self, the
wanderer, who identifies herself both as obsenfeotber people, and in disguise,
momentarily and haphazardly wearing the identibiesthers. In fact, the whole essay is
built around an illusory self and the metaphorhaf $eeing eye/l that roams through the
crowds, disembodied from any one self. The verst fsientence of the essay gives us
some clue of what is to come, ‘No one perhaps hesfelt passionately towards a lead
pencil.’” (CE4: 155) What we realize, of coursethigt ‘no one’ indicates the negation of
the self that is developed in the rest of the eskay similar way to ‘The Common
Reader’, ‘Street Haunting’ is also concerned wittholgness and the unification of the
self, but this self is constituted negatively amthains continually dislocated and alien
to itself. The opening paragraph sets up the metaplh disguise and deception
immediately by referring to the buying of a leadhg@é as a pretext for wandering
around London, and as darkness falls we learn ‘Wat,are no longer quite ourselves.’
(CE4: 155) Instead, having, ‘shed the self ournfiie know us by’ we become,
‘anonymous trampers.’ Taking up this anonymous titlgnthe pervasive rhetoric of
seeing begins to develop as Woolf describes thefayying on an arguing couple. But
instead of pursuing insight, the seeing eye megtilyes over the surface of things
always at a distance from the entirety of the wvisibchases. The eye reflects the
pearlescent colors around it as ‘a central oystepasceptiveness,’ but it does not
penetrate the surface of things, ‘The eye is noiirger, not a diver, not a seeker after
buried treasure. It floats us smoothly down a stre@sting, pausing, the brain sleeps as
it looks’ (CE4: 156) The sleepy encountering of therld in which skimming the
surface will suffice, advances the metaphor of tsgaradoxically. Sight is not used to
penetrate or overcome the strangeness of the watltgr the image of the disembodied
eye only serves to affirm its unfamiliarity. Theeewithout a body can only ever access

experience partially:

Here vaguely one can trace symmetrical straighhiae® of doors and windows;

here under the lamps are floating islands of pgtg through which pass quickly

bright men and women, who, for all their povertydatabbiness, wear a certain
look of unreality[...] (CE4: 156)
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Vague tracings of life reinforce the illegibilityf experience in which appearances
are unreal and illusory. This sense of the unreadvanced by Woolf's writing of a
subjectivity that cannot become real because ttapped by a series of events that
simply reinforce the peculiarly deceptive naturerperience. The infinite deferral of a
unified subjectivity by virtue of the disembodiegled relies on viewing events and
people superficially for fear of, ‘catching at sonoet or branch.” (CE4: 157) This root
or branch symbolizes understanding and making sehste empirical world — a
trajectory that the essay undermines by sustaitiegmage of the fractured self. For
Adorno, this refusal to shape experience in coedims for the sake of understanding

allows the differential nature of things to remdistinct. (Adorno, 1987: 499).

Throughout the essay, Woolf’s flaneurial self emdeus numerous characters, all
of whom represent the fragility of the self and fiwwver of transformation. Her first
encounter with a dwarf precipitates a questionih@entity, “What, then, is it like to
be a dwarf?” The dwarf draws the seeing eye towéuer, ‘Look at that! Look at that!’
as she herself plays out a negotiation of her alentity. The dwarf episode resonates
with the main themes of the essay as we read digoutying on various different types
of shoe and regarding herself in the mirror. Thead\s impressions of herself are
radically transformed as she becomes convincedtlieashoes diminish the inferiority
of her stature, ‘Look at my feet, look at my fe#te seemed to be saying, as she took a
step this way and then a step that way. The shogapdd-humouredly must have said
something flattering, for suddenly her face litin@n ecstasy.’ (CE4: 158) However, as
quickly as the dwarf leaves the shop and returrnthecstreets, the power of the mirror
and the flattery of the shop-girl has faded asistadsorbed back into the formless mass
of the people on the street, ‘the humped, the édisthe deformed.’(CE4: 158). Almost
as if by way of punishment for her fleeting momehhappiness in the shop, the dwarf
immediately encounters two blind men, to remind thet though deformed, she could
at least ‘see herself’, even though the sight sleis the mirror in the shop lasted only
as long as she was looking. The representationxpéreence in ‘Street Haunting’
continues by stringing together various unrelateghts and imaginings; bearded Jews,
donkeys, cats, the homeless and the deformed dsasvéhe fantasy furnishings of a

fictional party:

Wearing pearls, wearing silk, one steps out onbalaony which overlooks the
gardens of sleeping Mayfair. There are a few lighthe bedrooms of great peers
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returned from Court, of silk-stockinged footmen,daiwagers who have pressed
the hands of statesmen. (CE4: 160)

The pearls represent the quitting of one persondhi® adoption of another, but
they also represent the limits of the unreal, wenpearls on the balcony is held up as
the experience so different to buying a pencil ihaunctures the momentary reverie

and is the catalyst for a reflection on the hetenaity of the consciousness:

But what could be more absurd? It is, in fact, lo@ $troke of six; it is a winter’s
evening; we are walking to the Strand to buy a peHow, then, are we also on a
balcony, wearing pearls in June? What could be rabsurd? Yet it is nature’s
folly, not ours. When she set about her chief mpgtee, the making of man, she
should have thought of one thing only. Insteaditgther head, looking over her
shoulder, into each one of us she let creep irtstaned desires which are utterly at
variance with his main being, so that we are sttdakariegated, all of a mixture;
the colours have run. Is the true self this whigmds on the pavement in January,
or that which bends over the balcony in June? Arark, or am | there? Or is the
true self neither this nor that, neither here iere¢, but something so varied and
wandering that it is only when we give the reintsowishes and let it take its way
unimpeded that we are indeed ourselves? Circunmestaigompel unity; for
convenience’ sake a man must be a whole. (CE41)60-

This moment of intense reflection takes us ouhefliustling activity of the streets
and into the quietude of pause and thought. Theragm for a ‘true self’ is
contradicted and complicated by the rhetoric ofébsay which presents a multitude of
selves, none of which remain constant, ‘But justves are turning to obey the
command, another self disputes the tyranny totih§lSE4: 164). The commanding
self is the one that reminds us of the task to auyencil; the pencil is that which
inscribes, stabilises and memorializes, but in #8say, the pencil, like the self, is

exposed as a ruse and an illusion. The pencigat) rites the deterioration of the self.

‘Sketch of the Past’ and ‘Evening Over Sussex: Refttions in a Motor

Car

The power of remembrance as well as ‘illusory asal’ rsubjectivity in Woolf's
writing is perhaps best exemplified in her 193%gsSketch of the Past’. Woolf’'s most
explicitly autobiographical essay is laden with guital points of connection with

Adorno’s philosophy of non-identity. By describitige process of writing the self as a
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practice that allows only the temporary stabiliaatiof the ‘I’, Woolf foregrounds an
unreconciled subjectivity. She begins the essagdiyng, ‘Who was | then?’ (MoB: 79)
and claiming, ‘1 do not know how far | differ fromather people.” (MoB: 79) and,
indeed, one could read the whole essay as an odegdative dialectics, with its
emphasis on self-reflexivity, non-domination anghéa’ and ‘experimental’ thought.
Woolf’'s question about how far she differed fromhat people, not how she was
similar, concurs with Adorno’s philosophy of diféarce. In trying to recall her past,
Woolf can only remember impressions, sketches ariches, scraps of sounds, flashes
of colour and smells. But both her writing and heemories testify to the resistance of
the self to its unification; the self can only \erithe past in the present, but this self is
incomplete, partially remembered and temporal. Mgitannot fix things, concepts, or
ideas, but it can trace the attempt, the trial, #nedstruggle of articulation. Woolf has

similar thoughts in the essay:

| am hardly aware of myself, but only of the semmsatl am only the container of
the feeling of ecstasy, of the feeling of rapti®erhaps this is characteristic of all
childhood memories; perhaps it accounts for th&iength. Later we add to
feelings much that makes them more complex; anctfitie less strong; or if not
less strong, less isolated, less complete. (MoBB: 81

Woolf's constitution of subjectivity comes aboutdaly through moments of what
she calls ‘non-being’, that is, moments of life ttl@me in some way ‘insignificant’,
mundane or easily forgotten; meals, daily choregjppets of meaningless
conversations. These moments of non-being are aivdgscribing the subject ‘at rest’;
unburdened, unmoved, singularly unaffected by amgoenter or experience with the
world. They are in opposition to Woolf's ‘violenhack’, the name she gives to a
moment of consciousness which reveals the Dbrutadityexistence and exposes
subjectivity as theontinual failure of the articulation of experiend&'oolf describes a
fight with her brother Thoby as being an instantemwshe recognized the burden of the
moral obligation not to hurt others, an obligatittrat she had no power over, that
rendered her helpless. She then recalls regarditmvar bed outside the house at St
Ives and realizing the symbiosis of nature, clagnio utter, “That is the whole™.
(MoB: 84) And finally she describes trying to cormeterms with the discovery that

someone she had met once had committed suicide:
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It seemed to me that the apple tree was connedtedive horror of Mr Valpy’'s
suicide. | could not pass it. | stood there lookaighe grey green creases of the
bark — it was a moonlight night — in a trance ofrbn | seemed to be dragged
down, hopelessly, into some pit of absolute desfraim which | could not
escape. My body seemed paralysed. (MoB: 84)

Woolf's way of coping with these experiences igripand write about them, to
render them sensible and to explain them. Agaiitingrseems to have the power to
inscribe experience:

As one gets older one has a greater power throegison to provide an
explanation; and that this explanation blunts tasimer force of the blow...And
so | go on to suppose that the shock-receivingappia what makes me a writer.

| hazard the explanation that a shock is at onaayircase followed by the desire
to explain it. (MoB: 85)

The admission of a desire to explain reveals thgulse to conquer experience
through language; a desire which Adorno categoasea dominating one, and yet, the
essay as a whole remains faithful to the non-idahtnd to a subjectivity that cannot
be fixed. But it is Woolf's need for comprehensithat is most revealing about the
falseness of totality and its very real allure. THesire to ‘make whole’ one’s
experiences comes from the desire to overcome iexyer by fixing it with concepts. In
the posthumously published ‘Evening over SussefeB#ns in a Motor Car’, Woolf
describes the moment when she realizes that exgeriean seem in excess of the

capabilities of language as ‘a pin prick’:

But, I thought, there is always some sedimentrittiifon when the moment is as
beautiful as it is now. The psychologists must akpl one looks up, one is

overcome by beauty extravagantly greater than on&eexpect — there are now
pink clouds over Battle; the fields are mottled,riphad — one’s perceptions blow
out rapidly like air balls expanded by some rushaiof and then, when all seems
blown to its fullest and tautest, with beauty aedity and beauty, a pin pricks; it
collapses. But what is the pin? So far as | coell the pin had something to do
with one’s impotency. | cannot hold this — | cane&press this — | am overcome
by it — | am mastered. Somewhere in that regiorisodiscontent lay; and it was

allied with the idea that one’s nature demands emastver all that it receives.

(CEZ2: 290)

The great irony of this passage is that as Wotdhgpts to describe her impotency

in the face of experience, she only serves to oorifier mastery of language and form —
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the experience of writing takes her beyond thetsirof her perception of language and
thus the artistry she describes as lacking, isaat, replete with the abundancy of
imagination. But her treatment of subjectivity does rest there, as this essay contains
no less than four incarnations of the experienand writerly self. The first, described
above, believes himself unable to render the beatityature through language, the
second rejects this idea and is content to be dwimed by the profuseness of the
world... ‘believe me when | tell you that it is best sit and soak; to be passive; to
accept; and do not bother because nature has giversix little pocket knives with
which to cut up the body of a whale.” (CE2: 291heTthird self is a melancholy
incarnation who notices that the imposition of itevitability of death weighs heavy on
the possibility of enjoying the present, ‘Gone, gpaver, over; past and done with, past
and done with. | feel life left behind even as tbad is left behind. We have been over
that stretch, and are already forgotten’ (CE4: 28%)if in protest to the frailty of life,
the repetitious text tries to cement a presenceisheontinually dying. And the fourth
self, perhaps the most conscious self, suddenlgssfam a moment of reverie in a
gesture of survival and thinks of the future, ofplace where the continuation of
subjectivity, in the collective sense, can be as$ur ‘You, erratic and impulsive self
that you are, feel that the light over the dowreséhemerging, dangles from the future.
Let us try to understand this. Let us reason it bigel suddenly attached not to the past
but to the future.” (CE2: 291)

What transpires in the remainder of the essay ésitiscription of an interior
monologue in which the various selves are collecig@dnd made to be whole, * ‘Now,’
| said, ‘comes the season of making up our accouwtsv we have got to collect
ourselves; we have got to be one self...” (CE2: 28)t the fact remains; Woolf is
guoting herself and thus her attempts to unify ectijity are alwaysonce removed
from the subject in question. Moreover, the unifieelf is made up fictionalized
through the conscious bringing together of dismapatrts. Writing cannot unify the self,
it merely serves to reinforce that the fracturegche Woolf tries to piece back together
through writing cannot be anything other than thecription of theunreconciledand

unrreconcilableself.
‘Sketch of the Past’ too, can be read as an insonipof the impossibility of
reconciling subjectivity through writing:

It is only by putting it into words that | makevithole; this wholeness means that
it has lost its power to hurt me; it gives me, g because by doing so | take
away the pain, a great delight to put the seveeets pogether. (MoB: 85)
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In fact, writing only serves to confirm that thisutting together’ of the ‘severed
parts’ will only produce theappearanceof unity; the parts are already severed, any
unification of them is simply falsely inscribed pyocess of writing. The only thing that
redeems writing at this point would be the selfenglity of its form, where this false
inscription is given a voice. This voice comes tlgio Woolf's self-referential quotes in

‘Evening over Sussex’ and here too:

From this | reach what | might call a philosopht/aay rate it is a constant idea of
mine; that behind the cotton wool is hidden a paitthat we — | mean all human
beings — are connected with this; that the wholddnvis a work of art; that we are
parts of the work of artlamletor a Beethoven quartet is the truth about this vast
mass that we call the world. But there is no Shaéase, there is no Beethoven;
certainly and emphatically there is no God; we tagwords; we are the music;
we are the thing itself. (MoB: 85)

The truth about art is that it has no truth, oatths truth can be found in the
telling of the untruth. As Woolf writes and rewstéA Sketch’ so too does she write
and rewrite herself, never fixed, always incompléte embodiment of the unreconciled

art work.

‘Tympan’ and extract from The Waves

There is a further way in which the philosophy ohridentity comes to light in
Woolf's work that can be seen from the followingabysis of a passage from her 1931
work The WavesBefore looking at the specific passagegurn briefly to Jacques
Derrida's 1972 essay ‘Tympan’ fromMargins of Philosophyn which he develops the
notion that to philosophise is to tympanise — advaken from the Frendympaniser
which literally means to criticise, or to ridicufgublicly.®® To tympanise, then, for
Derrida, is to philosophise with a hammer, to pdolehise is to batter, and to strike, it is
a violent, aggressive and assertive gesture whoséoas not just to wound that which
is outside of philosophy, that which is anti-phdpkical, but whose aim is also to
master. The act of criticism then, taking the DOiam line, is akin to a kind of
mastering. Interpretation gives way to the desmerhastery. Derrida’s reiteration of

Adorno’s identity thinking in which humankind is iden to dominate through

38 See Derrida, J. 1982. “Tympan’ in Margins of Philosophy (Hertfordshire: University of Chicago)
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instrumental reason, serves us well here becausigeafirect link he creates between
philosophy and criticism. The role of the critio, some extent, is to analyse, to define,
to interpret and to comprehend; the critic mosercomethe work of art or aesthetic
experience, because he must bring it within thefiges of a particular vocabulary or
form. He must clarify what the object is, he muadtdl it, and make judgements about it.
In “‘Tympan’, Derrida questions philosophy's ability withstand its own tendency for
mastery, that is to say, he wonders if philosopday survive its own interrogations, for
if philosophy asks a question, he argues, it musélg question its very means of
questioning. Derrida’s notion of mastery, on othanrds, is derived from an overtly
Adornian philosophical perspective, in the sensat ttmastery implies domination
through philosophy's conceptualisation of the worahd thus the particularity of

objects, experiences, and events gets subsumed ggreral categories and definitions.

And even though the act of naming and defining bjea seems to solidify and
concretise its existence in a gesture that couteeapto be affirmative, Derrida argues
that this gesture also affects another kind ofesttr, to contain the object within the
limitations of the chosen concept means just that,object is now labelled, it has been
determined, it has been conceptually conquered. iAritis act of interpretation some
aspect of the object is lost, something is left. dthat has been forgotten is the

particularity of the object, the thing that makedifferent from that other thing.

In The WavesRhoda describes the experience of being in aszbhall:

Here is a hall where one pays money and goes iarewbne hears music among
somnolent people who have come here after lunch bat afternoon. We have
eaten beef and pudding enough to live for a wedkowi tasting food. Therefore
we cluster like maggots on the back of somethirat thill carry us on [...]
swaying and opening programmes, with a few wordgregtings to friends, we
settle down, like walruses stranded on rocks [...]lieeyorged with food, torpid
in the heat. Then, swollen, but contained in sligpgatin, the seagreen woman
comes to our rescue. She sucks in her lips, assamedr of intensity, inflates
herself precisely at the right moment as if she aavapple and her voice was the
arrow in to the note, “Ah!” (W:109)

Woolf's depiction of the singer is highly evocativescribing her as a sea-green
slippery satin covered being that inhales and teflaand hurls herself into the note of
music. And the audience too is painted in no legwid light; we are asked to imagine
them plump with food, stagnant from eating, immiskidl and waiting for the music to

begin. But the change in the narrative voice atlibginning of the quotélustrates
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again the idea of a non-reified subjectiviljhe ambiguity and anonymity of the 'one’
who 'pays money and goes in' is transformed imnbelgianto the definitive and
inclusive 'we'. But who is implicated in this trémsnation? Is it the reader? Are we
now part of the ‘we' or is the ‘we’ simply refegino the remaining five characters in
the novel?

The subject/object dialectic is once again in p&yd so too is the idea of mastery
or domination. There is no longer any confusionuttyehom the audience consists of,
we now know, the audience is ‘we' not ‘'one’. Tlalee is no longer in control of the
audience's identity. The narrator is now our maaier controls our interpretation of the
text. The passage continues with the repetitiorusf and 'our’, there is a sense of
belonging, the narrator is taking responsibility #ogroup of people, she is claiming the
opinions of not just the 'one’ but the many. Andd®nly,the singular voice of the one
is lost The individual is now part of the group. The oparnin the narrative voice
excludes the particularity of the individual voi€&f course, perhaps ironically we note
that the passage @boutthe individual voice, it is about the individuahger, but even
with this in mind, Woolf subverts the supremacytid single voice. As she describes
the female singer singing she predominantly dessrihe somatic aspects of musical
production: She sucks in her lips, assumes an air of intensifigtes herself’ What
becomes of the rest of the performance we wondenat\&boutwhat the woman is
singing? The only actual word given to the singefAh!” which, even though it is
repeated four times in the following paragraplsueely a censorship of some kind.

A further example of Woolf's playfulness around tea of the mastery of text can
be shown with the help of French philosopher Mauitanchot’s theory of language.
Blanchot retains an essentially Hegelian/Adorngihitosophical model of the concept,
but he is concerned with orientating the problenthaf mastery of conceptualisation
towards the discourse of literature. However, fisiswhere the similarities to the
Hegelian/Adornoian model of conceptual mastery eads Blanchot’s theory takes a
subtle turn. Blanchot attempts to sidestep thelpmlof conceptualisation by making a
distinction between ‘dialogue’ and ‘comprehensioiihe etymology of the word
comprehension suggests that it abvays alreadya violent practice (the Latin
prehenderemeans to grasp, to grab or to seize) because npretiend something
means to abolish the distance between myself anththg. If | comprehend a text, or a
piece of music, | familiarise myself with it, it isot a stranger, not foreign, it is no
longer at a distance to me. My understanding i$ alfsovercoming or an overpowering

of the thing. Dialogue, on the other hgoméserveshe distance between myself and the
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other, a dialogue is @sponsdo, not an annihilation of the distance that safgr us. In

conversation, | address you directly, | single yau, and in doing so, | acknowledge
your difference from everybody else, | do not dismel it. Conversation honours
particularity, dialogue honours particularity, oregards the other in their irreducible
difference. Dialogue therefore,is not masterful Woolf’'s passage, we might argue,

resists comprehension. Her description of the @ttheonfirms this:

There is a square; there is an oblong. The plag&esthe square and place it upon
the oblong. They place it very accurately; they enakperfect dwelling-place.
Very little is left outside. The structure is nowsible; what is inchoate is here
stated; we are not so various or so mean; we hademblongs and stood them
upon squares. This is our triumph; this is our otatson. (W: 110)

Woolf preserves the distance between us and théémause she ensures that at some
level it resists comprehension. And much as we trggless precisely what the 'oblongs’
and 'squares' she writes about refer to, we agtdalh't ever know because she omits a
level of detail that allows the reader to imaginkatvthey might be. Woolf's words
make sense, in the syntactical, grammatical wagxpect them to, but it is almost as if
all she ever really does heresigetchthe outline of events, people, and experiences, she
gives us shapes, lines, and pictures, but nevehrdatail, and she leaves us to fill in
the specific details. We do not actually need tovknvhat the oblongs and squares refer
to, it hardly seems to matter, because as shergsess with what we might call the
silhouettes of experience, she preserves the distaatween the thing and us, and in
doing so, she cannot do violence to the particylarf experience. The parsimony of
her description does not over-determine the olpeche experience. Perhaps now we
might imagine that the 'Ah!' of the original fematenot censorship at all, but rather
frugality. Because Woolf resists the temptationatticulate the specific nuances and
characteristics of the singer's every word, shaadigtallows the scene to be filled with
imaginative potential. 1 would suggest that it ieeg@sely the parsimony of Woolf's
literary style that makes the possibility of reagliner work in the light of Adorno’s
philosophy of the non-identical so powerful. Thisbhiecause Woolf's mastery of form
means that her writing refuses to submit to theanihies of subject or object; only by
sustaining the contradictions and paradoxes thatcanstituent of experience, does
writing simultaneously resist the impulse to resolthe immanent tension in the
subject/object dialectic. Woolf's writing about expence could be read as the failure of

the stabilization of a critical subjectivity. This evidenced by and through the formal



88

presentation of a continual self-critique of cortaapthought which manifests itself as

the preservation of contradiction.



89

Chapter 4

Narcotic pleasure: The Essay as Form

As | have tried to show in the previous chapter,ol/® work can be read as a
critigue of subjectivity and as a preservationtd particularity of speculative thinking
and experience in line with Adorno’s philosophytioé non-identical. In this chapter, |
wish to examine the form of the essay. In the fratt | will set out a picture of the
modern essay through a cross reading of Adornovéadif. In the second part, | will
consider three of Woolf's essays that are expfiatbout music. These essays, because
they are about music, reveal more aspects of theyissic task. This examination will
explore the characteristics that pertain to theyeggenre and will develop the close
relationship between the form of the essay andcisim. The essay form, as normally
understood, can be characterised by its loosenessnstruction, its informal first-
person perspective and by its negative relatigdhealissertation and didactic objectives;
the essay stands at a remove from the discoursdsdfable assertion. However, when
the essay form is rediscovered in the modern peraotl when it dramatically
rediscovers intellectual respectability in the hmarmaf Adorno and Lukacs, another
picture of the essay appeared, whereby the objedéruessayistic scrutiny is given
primacy in the determination of concepts. The essiayspirit could be thought to
describe the subject in a state of receptivenesheaoworld, and is not, in actuality,
merely an expression of the occasional whims andi¢a of the author.

Adorno’s argument, as we will see, suggests thealre the essay is marginal and
unsystematic it denudes the subject of its capaitydominate through obsessive
conceptual clarity and conclusiveness. The essstgad remains open to pre-rational,
unprocessed aspects of experience. Indeed, Adomsidered the essay to be closer to
a ‘true’, more viable form of philosophical invegition or research/grsuch.*

It goes without saying that Woolf is utterly stedpe the English belletrist tradition

of literary essayism. But in this chapter, | wamisk to what extent she can be read as

% In Adorno and Critical Theory, Hauke Brunkhorst explains that Adorno conceives of the essay
hermeneutically, that is to say, he argues that interpretation arises from a consideration of the differences
between subject and object, and that the only form capable of disclosing anything to interpretation is the
essay because of its experimental trajectory, which nevertheless relies on the pre-existing actuality of
objects and events. In other words, the essay’s fidelity to the particular preserves its relation to empirical
reality; a relationship which may otherwise be eradicated by systematic philosophical investigation.
Hauke Brunkhorst, Adorno and Critical Theory (Cardiff: University of Wales Press, 1999), p. 60.
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being an essayist in Adorno’s sense. Thereforet Wivédl be looking for, for example,
are signs that Woolf's authorial voice is willing sacrifice itself for the sake of the
object, and for the tension inherent in the retatfop between the loose construction of
the essay and systematic conclusion. But we mitgtt be looking for moments of
contradiction between the purported intent of teeag and what actually transpires.
Furthermore, there may also be evidence that tlsayegrosecutes its task with
considerable rigour only to nonchalantly revoke atsn conclusions. And finally, a
highly telling symptom of the dialectical essay its tendency to mimetically
appropriate its subject matter, which, as Adornesgon to argue secures the essay’s

aesthetic autonomy:

The positivist tendency to set up every possiblangrable object in rigid
opposition to the knowing subject remains — in twsin every other instance —
caught up with the rigid separation of form andteaix for it is scarcely possible
to speak of the aesthetic unaesthetically, stripgezhy similarity with its object,
without becoming narrow-minded and a priori lositogich with the aesthetic
object. (NL1: 5)

As essayist and novelist, it might be that Woolhighly susceptible to the aesthetic
possibilities of the essay in ways that go furtiran Adorno thought possible. But what
his theory makes possible is the grasping of thesenents, not as inflections of
Woolf's already very sophisticated stylistic awages, but as moments of objective
lucidity.

It is perhaps advisable at this juncture to makaescemarks about how | intend to
approach the following analysis. | will resist tiieg Woolf's essays as mere exemplars
of Adorno’s theory, but instead what | hope to shav& moments of mutual elucidation
between the two authors, and will cross-referemze@mpare parts of Adorno’s ‘The
Essay as Form’ and Woolf's ‘The Modern Essay.’ tuld not be controversial to say
that Adorno is the more sophisticated theorist harel in a sense, his investment in
theory allows us to see Woolf's writing in a newpest. But even though he was
accomplished as a writer of literary essays, somegtlof the residue of dogged
theorising lingers in Adorno’s tone, and he remajnarded by dialectical discipline.
Woolf, on the other hand, is continually contradigt but these contradictions are not
supervised by any theoretical principles. In a wagr, contradictions appear to arise

naturally, and are therefore, less artificial anofrenbeguiling.
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Woolf's ‘The Modern Essay’ and Adorno’s ‘The Essayas Form'’

We can see this immediately as we compare two gasdeom their essays. ‘The
Modern Essay’ first published in 1922, can be rgalight of Adorno’s assertion at the
end of his seminal work ‘The Essay as Form’ (19%8) the essay remains a site of
struggle against ‘the orthodoxy of thought’ (NLB)2To quote the final passage in full,

Adorno argues:

Even the highest manifestation of the intellect theress happiness are always at
the same time caught in the guilt of thwarting hiapgs as long as they remain
mere intellect. Therefore the law of the innernfosin of the essay is heresy. By
transgressing the orthodoxy of thought, somethieagoimes visible in the object
which it is orthodoxy’s secret purpose to keepsible. (NL1: 23)

Given Adorno’s comments, a reading of Woolf's essayn be deepened by
examining her assertion that the essay’s guidingciple should be pleasure, ‘The
principle which controls it is simply that it shdubive pleasure; the desire which
impels us when we take it from the shelf is simjglyreceive pleasure.” (CR1: 211) In
fact, | argue, the pleasure of the essay and rgddmessay are undermined by a family
of metaphors which foreground writing and writers laaving a somatic density;
writings can wound, writers can be wounded andingpi$ always acting on the body.
Any pleasures that are available in reading anyeasa vulnerable to the reality of
economic existence; an existence that leaves itk roa the body. Counter to the
essay’s presentation of a self-examination of fasia Victorian essayism, runs an
imaginative rendering of the body in a state otoais. Strewn throughout the essay are
imbedded invocations of and references to diseasgication and the body in death.
And yet, Woolf maintains that pleasure must guide teading of an essay — thus, |
argue, at the heart of Woolf's essay is the reftsatonform to an orthodox idea of
pleasure. | will read Woolf's exposition of pleasuwith its contradiction in line with
Adorno’s interpretation of the process of underdtiag which he argues is necessarily
transformed by the form of the essay. Woolf's estiagrefore, not only complicates the
notion of readerly pleasure, bwansforms our understandiraf pleasure as such.

The first glimpse of Woolf's somatic counter-texinees in the second paragraph in

which Woolf reflects on the purpose of the essay:
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It should lay us under a spell with its first woralhhd we should only wake,
refreshed with its last. In the interval we may aisrough the most various
experiences of amusement, surprise, interest, nadiign; we may soar to the
heights of fantasy with Lamb or plunge to the depthwisdom with Bacon, but
we must never be roused. The essay must lap us abdwraw its curtain across
the world. (CR1: 211)

The reading of an essay seems almost like swalpwirdrug with immediate
effect; the first word signifies the body being samed by the poison and what is
written next could easily be the description of eugdinduced state of semi-
consciousness and not a description of readingdiRgan essay is reputedly supposed
to induce a hysterical scrolling through of emasiaand extremes of ‘high’ and ‘low’
mental states where the body is stupefied, anéstideand transfixe®. The instruction
that the reader ‘must never be roused’ gives wag tmore detailed reflection on the
state of the reader whose palate has been dulldthbit and lethargy’. The essayist has
to have a certain technical skill in order to pnecin the reader a powerful and
contradictory effect. The essayist learns his aefamously whereby he obtains the tools
to ‘sting us wide awake and fix us in a trance[.(TR1: 212). This ‘art’ which is
precisely a pre-Enlightenment idea of art as beakion to the art of the conjurer,
suggests that there is a sleight of hand due t@sbayist. Woolf writes, ‘His learning
may be as profound as Mark Pattison’s, but in @aye#& must be so fused by the magic
of writing that not a fact juts out, not a dogmartethe surface of texture.” (CR1: 212)
Both Woolf and Adorno agree on the non-dogmatieritibn of the essay, for example,
Adorno notes that, ‘the essay recoils from theenck in [...] dogma’ (NL1: 10). And
both writers agree on the violent nature of dogbha.in Woolf's case, her concerns are
motivated by practical considerations — the probtEnmow to write, and in doing so,
she confirms her commitment to trying to understdr@role of the essayist. This is in
contrast to Adorno, who is more concerned withebsay as form.

This pattern is repeated often; Adorno presentasida the abstract and Woolf
materialises them. She goes on to reject ‘the voi@ man stumbling drowsily among
loose words, clutching aimlessly at vague ideafR¥C212). The rambling voice is
considered unfitting for the essay, and the drunketoxicated figure is shunned.
Sobriety comes, though, in the next paragraph, ‘@bgay must be pure — pure like
water or pure like wine, but pure from dullnessadigess, and deposits of extraneous

4 Comparisons can be made here to Derrida’s concept of Pharmakon, where he discusses the over-
signification of the Greek work Pharmakon, meaning medicine, remedy and poision. (Plato’s Pharmacy,
1972; 1981)
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matter.” (CR1: 213) Woolf's rhetoric has clearlycbene very polarised, with one
extreme replacing another: absolute intoxicatiomasntered with abstention. Again,
she reinforces the idea of a stabilised, complete wf the essay. And again, she opts
for sobriety:

But doubtless our abstention saves as much gushh mhetoric, much high-
stepping and cloud-prancing, and for the sake efpttevailing sobriety and hard-
headedness we should be willing to barter the siplenof Sir Thomas Browne
and the vigour of Swift. (CR1: 214)

And yet, as much as she is trying to convince #daeler that sobriety really is the
dominant characteristic of the modern essay, Wioelfertheless indulges the opposite
and embellishes what she seeks to suppress, ‘musin, gnuch rhetoric, much high-
stepping and cloud-prancing.” Her extravagant vataly seems to ironically
undermine the privileging of purity. In this sendben, her effort to get beyond
dialectical tension is illusory, and she allows tbpressed element to return too swiftly.
Arguably, in doing this, she conforms to one of Auws criteria of essayistic writing.
Instead she, ‘mirrors what is loved and hated awstef presenting the intellect, on the
model of a boundless work ethic, as creat®nnihild (NL1: 4) However, Woolf
cannot entirely secure her diagnoses of the esgagigle. Woolf recoils once more and
warns against the dangers of polishing the essai] every atom of its surface shines.’
To do this would be to asphyxiate the vitality b& tmanifold of ideas which the essay

accommodates:

Yet, if the essay admits more properly than biofgyapr fiction of sudden
boldness and metaphor, and can be polished tilyeat®m of its surface shines,
there are dangers in that too. We are soon in sigbtnament. Soon the current,
which is the life-blood of literature, runs slownd instead of sparkling and
flashing or moving with a quieter impulse which leadeeper excitement, words
coagulate together in frozen sprays which, like dh@pes on a Christmas-tree,
glitter for a single night, but are dusty and datise day after. (CR1: 214)

The ‘current’” Woolf mentions, but does not fullyueidate, is in contrast to
‘ornament.” The ornament is ancillary, it is noe thctual thing itself. The ornament is
superficial and shallow. Woolf finds herself pigithe inorganic against the organic:
the current is resolutely not ornamental; it is #ssential vital element that defines
literature. The vividness of this passage is s&ist because it represents the moment

at which it is possible to forget that we are regda tutorial on the essay. Woolf's
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visual imagination punctures the appearance ofyuaitd we are presented with a
hitherto unseen aspect of the essay. Her imagmasicso vivid that she produces a
moment of excess, one might saynamentalexcess. The idea of ornamentation is not
enough, Woolf has to decorate it. The comparisorthef writerly ornament to a
Christmas tree is so unexpected and so suddenyéhate torn from the seriousness of
the point in question and propelled into a fantagys fantasy, however, also draws on
the metaphor of decay and depicts the ornameneshgble. Its destiny therefore, is
the absolute opposite of the ornamental, sincéllitmither and detract from the thing it
decorates.

Woolf's delimitation of the essay in terms of itsingipal characteristics —
pleasure, sobriety, pureness and current actualigtitutes identity thinking. But in the
above quote, Woolf is no longer trying to say unglich category the essay must fall,
she is no longer making comparisons between litezadnd essay writing, and in this
not doing she stops representing what the essay is viaaabstoncepts and we find
ourselves reading an essay. There is a sense ghker own identifications actually
threaten to alienate her craft, and it is as if sAenot help but let the non-identical
fissure the text. In Adorno’s terms, this movemisna kind of force that, ‘shatters the
appearance of identity.” (ND: 149)

Later in ‘The Modern Essay’, selfhood is once mareoncern. In asking, ‘But what
did Mr Beerbohm give to the essay and what did dke tfrom it?[...] (CR1: 216)
Woolf opens out an equivocal structure in whichd&velop an interpretation of the
authorial self which, naively, can be assumed émdtbehind the essay and must be
adapted to the vagaries of public opinion. The tranton of the essayistic subjectivity
in “‘The Modern Essay’ is no less contradictory thawas shown to be in previous
essays that were examined in Chapter Two. Woolfndsunaively realistic by
presuming that the essayist has a self to giveaW¥lir Beerbohm gave was, of course,
himself.” (CR1: 216) This giving of the self Woalbnsiders the most ‘dangerous and
delicate tool’ of essayistic practice. The essaglationship to authorial personality, |
argue, represents a startling account of the diale€ subject and object. Woolf writes
of Beerbohm, ‘He has brought personality into &tere, not unconsciously and
impurely, but so consciously and purely that werad know whether there is any
relation between Max the essayist and Mr Beerbohm man.” (CR1: 217) The
conscious and pure inclusion of ‘personality’ ithe essay stops the essay being devoid
of an author. Moreover, there appears to be nerdifice between ‘Max the essayist and

Mr Beerbohm the man.’ Beerbohm was not trying fmroduce himself in the essay, he
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did not pose as the essayist, rather the scalé @axperience was proportionate to that
of the reader. Interestingly, again Woolf admitst tivriting seems to allow you to make

use of yourself, ‘For it is only by knowing how terite that you can make use in

literature of your self.” (CR1:217) But that persimn is only granted to those who

‘know how to write.” (CR1: 217)

But also, again, this momentary stabilisation dbjsctivity is undermined by her
placing into doubt the possibility of ever gainipgssession of the self by writing
because writing requires you to, ‘Never to be yeliysand yet always — that is the
problem.” (CR1: 217) This idea, cut off in the mielaf thought, is further evidence of
Woolf's arrival at a theory of an equivocal selfsgession, and she places this at the
heart of writing. Furthermore, this particular sente, taken as a maxim, comes across
as a piece of secure knowledge, yet at the saneitim perfectly self-contradictory,
and therefore, arguably, useless as knowledge. fidmggnent though, has a particular
kind of force, it makes a truth claim that breaksotigh the tone of previous and
subsequent musings, it is earnest. Therefore, ibath a fragment and it has a
fragmenting effect. The capital N of never defié® trules of grammar. Adorno
understands the critical potential of the fragmamtl actually makes it a prima facie
condition of thoughtful engagement with an objecthe following way, [...] the essay
may not act as though it had deduced its objecif.thinks in fragments just as reality
is fragmentary, and finds its unity in and througk breaks and not by glossing them
over. (NL1: 16).

The idea of never being yourself, yet always bejogrself is a problem which is
given by literature to the writer, and Woolf caretdfore create a hierarchy amongst
writers according to this criterion of struggle.l #tese thoughts come together a few
lines later, via another pathological metaphonvinich Woolf criticises those essayists
whom she regards as having failed to understanditifectic of the self in writing and
left selfhood unmediated, ‘We are nauseated by dight of trivial personalities
decomposing in the eternity of print.” (CR1: 217Mhus writing seems capable of
bearing witness to the death of the self. And talty, it is only in death that the future
of the self is secured because it lives forevarrint. And, for Woolf, the only way of
reading the essay is in a state of pure soberrfiglssre is no gin about; no strong
tobacco; no puns, drunkenness or insanity. Ladieb gentlemen talk together, and
some things, of course, are not said.” (CR1: 218) tdference to things which are left
unsaid paradoxically also brings the very possiilof them to mind; in our
remembering of the unsaid we honour the partidylaf discourse, we remember those
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aspects of discourse which remain unarticulated.ddging of things unsaid ironically
allows Woolf to occupy the very subjectivity shewsiting because she too leaves
things unsaid when it comes to making any broadwlogophical claims about the
nature of the essay. Perhaps the closest we come éxplicit theorisation is towards

the end of the essay in which she states,

This is the penalty which the habitual essayisttnmasv be prepared to face. He
must masquerade. He cannot afford the time eithdret himself or to be other
people. He must skim the surface of thought andtalithe strength of his
personality. He must give us a worn weekly halfgeimstead of a solid sovereign
once a year.” (CR1: 219)

Woolf herself is ‘masquerading’ because in advisthg inevitable dilution of
strength of personality through over-production sieeually confirms her intellectual
strength by virtue of this particular insight. Fhetmore, her argument that the essayist
‘must skim the surface of thought’ is only plausilat first sight. In fact, as we have
seen, her essays actually produce an array ofnrsats which could be considered
profound. In writing the self as dissolved and jpériand in suggesting that essayistic
thought is merely superficial, Woolf actually coetises the fact that the essayist might
have something intellectually salient to say whrelnstates the self as whole and
consistent and capable of wielding objective knalgk It would be a mistake,
therefore, to suppose that the diminution of th& senounted to a pious self-
relinquishment. Instead, the movement here is ohesetf-modification, it is a
questioning of the limits and powers of the sejftlre self. For Adorno, this adaptation
of the self makes knowledge much more conditiomaliraividual experience. And
beyond that this individual experience is medidigdthe experiences of humanity as

whole:

The relationship to experience — and the essaysiavexperience with as much
substance as traditional theory does mere categerie the relationship to all of
history. Merely individual experience, which cormgness takes as its point of
departure, since it is what is closest to it, selit mediated by the overarching
experience of historical humankind. The notion ttieg latter is mediated and
one’s own experience unmediated is mere self-decepin the part of an
individualistic society and ideology. (NL1: 10)

Woolf too understands the necessity to read thayeissan essential relation to the
past. In criticising a clutch of contemporary es$si@yshe diagnoses a common failing:
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They share the contemporary dilemma — that laclarofobstinate conviction
which lifts ephemeral sounds through the misty spleé anybody’s language to
the land where there is a perpetual marriage, pepaal union. Vague as all
definitions are, a good essay must have this pezntaguality about it[...]" (CR1:

222)

This ‘permanent quality’ relates to individual ‘dimste convictions’ which Woolf
argues secures the permanence of the essay asghilshtavoids the transitory and the
‘ephemeral sounds’ of empty words. Contradictidrough, remains at the heart of the
essay. Contradiction plays itself out in Woolf wri by virtue of the presentation of
claims and counterclaims, and by the accumulatibmhetoric and style in which
subject positions are written and rewritten.

For Adorno, contradiction manifests itself throughritical pressure exerted through
the opposing forces of the dialectic. Again, codittion is at the heart of a reading of
Adorno’s essay, and prior to this effusive suppairthe essayist, his initial thoughts
about the essay and the essayist are rather eniftaft he suggests that the essayist
over-interprets, the essay makes meanings outirjgtthat are devoid of meaning in
the first place, and the essayist himself ‘squasdeis intelligence in impotent
speculation.” (NL1: 4) Of course, as is typicalAgforno, at this stage in the exposition
he is posing one side of a dialectic which he wellentually confront with its
contradiction. But in staging this dialectical amgent his own position remains
ambiguous and, for all that, much stronger.

Importantly, both Adorno and Woolf occupy the ralk essayistand critic of the
essay. But, crucially, where they differ from easther is in their use of language as
fulfilling two different priorities. Woolf uses laguage to create other worlds, imaginary
spaces and vivid images; Adorno, on the other hasds it to enhance the essay’'s
critical potential. His total commitment to dialest penetrates his language and style.
Language is not used in a painterly manner as we kaen in Woolf, who draws in
language both real and imagined worlds. Adornogantrast, uses a language that is
penetrated by dialectical thought to build up puesson the opposing sides of
contradictions. For example, in ‘The Essay as Foladrno sets up, in opposition to
one another, two opposing discourses; one of attlal freedom and one that polices
intellectual freedom. When discussing the world iofellectual freedom, Adorno
invokes the innocence of childhood, employs meteptomncerned with light, and

brings extreme emotional states to the forefrahe essay reflects a childlike freedom
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that catches fire...The essay mirrors what is loved aated...luck and play are
essential to the essay’. (NL1: 4) However, when emter the world of the policed
intellect, he employs words such aterforised and ‘prohibition’ coupled with
metaphors of officialdom: ‘slapped with the chaaféntellectualising’, ‘tracking down
the individual...” (NL1: 4) Commenting on the ess#gigpparently inferior ability to
make reasoned interpretations, he suggests:

Letting oneself be terrorised by the prohibitioraimgt saying more than was
meant right then and there means complying with fdiee conceptions that
people harbour concerning themselves. Interpretatien becomes nothing but
removing an outer shell to find what the author tednto say, or possibly the

individual psychological impulses to which the pberenon points(NL1: 4)

Intellectual freedom then hinges upon understandiiag it would be a mistake to
believe that the ultimate meaning of a text relatsly to the author’s intention. To do
this would do an injustice to the conceptioferpretation But whilst “The Modern
Essay’ is built around a problematising of the seifl writing, in Adorno it is the
concept of interpretation that generates the madling inconsistencies and
contradictions. The concept of interpretation digsia point at which Adorno disrupts
continuous discourse, in the same way that Woo#suthe ‘self’ to interrupt a
continuous line of thought. The woidterpretation takes on a special significance
because Adorno transforms the process of intefatdrom a relatively simple
conception of something that involves our percdptad cognitive faculties, to
something that requiresiore than mere perception or recognition. Interpretatioa
implies, should be about something more than rgadimat the author intended to say.

For Adorno, interpretation, as that which faciklstknowledge acquisition, is not
what Descartes insisted it was, i.e., an accunwaif ideas that begin with the simple
and proceed in an orderly fashion to the compleath&, the essay begins with the
complex and will not diminish the complexity whighinherent in the essay’s object
merely for the sake of the operation of reason, dpposition to the cliché of
“comprehensibility,” the notion of a causal relaship, the essay requires that one’s
thought about the matter be from the outset as Eogs the object itself; it serves as a
corrective to the stubborn primitiveness that alsvagcompanies the prevailing form of
reason.’ (NL1: 15) The Cartesian and ‘school-rogoricept of understanding is thrown
into doubt, and Adorno forces the reader to contataphe possibility of writing that is

resistant to our need for clarity and continuity:
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The demand for continuity in one’s train of thougénhds to prejudge the inner
coherence of the object, its own harmony. A predgemt characterised by
continuity would contradict an antagonistic subjecatter unless it defined
continuity as discontinuity at the same time. (NL&)

If, as Adorno suggests, the essay falls foul of @lagtesian criteria of clear and
distinct ideas and logical development, there i®egy real temptation to transfer the
essay to the realm of the aesthetic. Adorno is awelire of this temptation and he does
not wholly resist it, though any complete aesthsditon of the essay would be just
another mistake. Nevertheless, certain figures geném Adorno’s depiction of the
essay which suggest aesthetic tropes. He sayshthassay depends upon a moment of
spontaneousubjective fantasthat is actively discouraged in the moment of igigwed,
objective reading. He also entertains the notioat tihe essay may have aesthetic
autonomy. Furthermore, he acknowledges somethiaigishalmost fictive in the essay,
‘nothing can be interpreted out of a work withoutree same time being interpreted into
it.” (NL1: 4) However, the opposite claim is alsotgorward: the essay distances itself
from art because of its overtly conceptual naturd &ds claim to a truth devoid of
aesthetic semblance.” (NL1: Bpportantly, Adorno suggests that it is preciséilig tast
point that Lukacs fails to recognize in his essayh® essay iGoul and Form

Now, at this point, Adorno begins to deepen oureusthnding of the relation
between art and knowledge, not by attempting t@neite their differences through
conceptual sublation, rather by asserting the itapoe of bearing witness to their
separateness. What is required is a conscioushasshas been faithful to and is
therefore able to represent the completion of aadled ‘mediating process’ between
science and art, between subject and object, batwe#f and other. Adorno cites
knowledge as one of the most important criterioraity consideration of the essay.
Knowledge has traditionally been thought of as heieg to the domain of science but
there remains something unquantifiable about kndgde something that resists
scientific categorization, ‘the simplest reflectiof the life of consciousness would
teach us to what a slight extent insights, whighlar no means arbitrary hunches, can
be fully captured within the net of science.” (NL8): He then uses the work of Marcel
Proust as the quintessential example of ‘an attemekpress necessary and compelling
insights into human beings and social relationg #ra@ not readily accommodated
within science and scholarship, despite the faat their claim to objectivity is neither

diminished nor abandoned to a vague plausibilihat science is unable to do,
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therefore, is account for individual experiencet tlga‘maintained through hope and
disillusionment’ (NL1: 8)

One of the reasons that experience is so highlyedhln the essay, and in turn,
what makes this valuing important to the criticatgmtial of the essay, is to do with the
essay’s commitment to the idea of critique. Becdheeessay can accommodate untruth,
because it questions the notions of logical stmectargument and presentation, and
because it neither adheres to the rigid hierarabfiessience nor philosophical concepts
(upon which, after all, science was founded), ttienvery concepts of truth and history
themselves take on fundamentally temporal asp&biss, the experience of the writer
becomes the experience of humanity in the broaglesesof the word, but only in so far
as this experience is mediated by history.

Broadly speaking, then, | have been able to idgmtibny points of correlation
between Adorno and Woolf's theory and practice hef €ssay. | have shown that in
‘The Modern Essay’ Woolf complicates the authoraice and produces a tension
between the looseness of the form and systematiclusion. Moreover, | have shown
the multiple contradictions between what her eg&s@nds and what actually transpires.

I will now read three of Woolf's essays that areleitly about music, ‘Street
Music’, ‘Impressions at Bayreuth’ and ‘The Opema’drder to further demonstrate her

essayistic style and its potential as a meansitijwe.

‘Street Music’

‘Street Music’ appeared in thgational Reviewin March 1905, and although it
was Woolf's only contribution to the journal, it wavidely celebrated by the paper’s
editor, Leo Maxse. Structurally, the essay is dididnto nine separate paragraphs, with
the opening paragraph tackling the subject of tite Street Music. However, in the
second paragraph we are led away from the streedicrans to more general
observations about the nature of music itself, bae, Woolf begins her imaginative
and semantic departure from the title of the es8hg.third paragraph brings us back to
the subject of the street musician, before we edealvay in the fourth paragraph again
to the world of ‘Christian altars.” Paragraph fienforces the religious theme, before a
rather abrupt change of direction in paragraptwsiich sees Woolf commenting on the
contemporary methods of teaching music. This pafyacts somewhat as a dividing

section, and the remainder of the essay concestmtethe importance of rhythm as
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Woolf interprets it. So, in an essay ostensiblyutstreet music, the reader is taken on a
journey that scrolls through Woolf’s theories oé texpressive power of music and on
the potential importance of rhythm as a structawad aesthetic device. This, | think,
highlights perfectly the creative capacity of thesagy, but it also demonstrates that the
essay is testament to a vital, real and honestuemeowith a subject. The essay has no
thesis, as such, it announces no specific directond it makes no explicit claims to
knowledge. Perhaps, though, we might also intintlaé¢ Woolf recreates and distils in
pure form in her writing the essence of the tiB&:eet music is often brash and loud, it
is theatrical and staged, forced upon the earkasiet who have not agreed to listen, but
are expected to pay money for such an experienamIfi%/ text is almost equally
unforgiving; it is certainly theatrical and its mawment between differing subjects
recalls the lumbering gestures of the organ grirdehe amateur band. And because of
this, ‘Street Music’ is convincing, it is informa& and intriguing, it captures a
particular subjectivity, a particular moment, amdost importantly, it transforms a
musical experience into a literary one.

One of the most striking things about this paracutssay is the way in which
Woolf so emphatically ascribes a special kind ofvpoto music, but her invocation of
music as divine is extreme. It could not be furtrem scientific knowledge, and yet,
and referring back to Adorno, her fanciful constimies invite us to reconsider the
figure of the street musician. Music is thoughtdside at the apex of one’s spiritual life,
and is capable of channelling nothing less thaod dhe first glimpse we get of this

view comes early on in the essay when she writes:

Indeed, | once followed a disreputable old man whith eyes shut so that he
might the better perceive the melodies of his slitigrally played himself from
Kensington to Knightsbridge in a trance of musieestasy, from which a coin
would have been a disagreeable awakening. Itdged, impossible not to respect
any one who has a god like this within them; forsiauhat takes possession of
the soul so that nakedness and hunger are forguiiish be divine in its nature. It
is true that the melodies that issued from his diging violin were in themselves
laughable, but he, certainly, was not. Whatever abeomplishment, we must
always treat with tenderness the efforts of thoke strive honestly to express the
music that is in them; for the gift of concepti@ncertainly superior to the gift of
expression, and it is not unreasonable to supgduaetiie men and women who
scrape for the harmonies that never come whiletrduiéic goes thundering by
have as great a possession, though fated neverpiart it, as the masters whose
facile eloquence enchants thousands to listen.Z8):

Woolf immediately establishes an image of the masias a wanderer. The very notion

of the wanderer brings with it connotations of Hady, in both the pagan and Christian
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sense, and indeed throughout the essay, Woolf ecttem pagan, constructing a picture
of the street musician as hailing from a differerd. Simultaneously, contained within
the idea of wandering is the sense that a mudiesthé is mapped onto a journey, and
there is a musicalisation of the route between Kegen and Knightsbridge. The
streets of London are mythologised and musicalisecdn attempt to deepen the
connections between the crude simplicity of theettmusician and the sacred quality
of their presence. Indeed, the tension betweenethe® seemingly unconnected
registers is at the heart of this essay in whiehwiandering street musician, a vehicle of
the holy, bursts through the mundane and indiffetendon setting.

The word ‘followed’ in the opening sentence prepédtes reader for the development
of the theme of discipleship, and indeed, Woolftegiherself into this relationship as
we gain insights into not only her capacity to beaged and influenced, but also into
her desire to understand and capitalise on the pofvine divine. But there is another
side to the argument, because the introductiohehbtion of the coin and payment for
art introduces the fundamental schism between ¢isthatic and capital. The character
of the beggar musician offers a double readingthenone hand they draw on ancient
powers, and on the other, they fall outside ordironomic activity. Therefore, almost
by default, we reencounter the difficulty of remrateng aesthetic activity, which, as

Woolf notes later, is already deemed useless:

For if the stringing together of words which nehetess may convey some useful
information to the mind, or the laying on of colsurhich may represent some
tangible object, are employments which can be diatated at best, how are we to
regard the man who spends his time in making tuies®t his occupation the
least respectable — the least useful and necessdrthe three?’ (E1: 29)

Everything about the ‘melodies of the soul’ ingita pious withdrawal from the
material world, and yet, the ‘coin’ is a remindéttmat world. Deepening still the image
of the coin, we can read its presence as a metdphaleath; the musician’s eyes are
shut in a trance and his presence in the worltus attenuated. Like Charon’s obol, in
which coins are placed over the eyes or mouth ydgapassage to the afterlife, there is
something deathly, almost ghoulish about the usedhef coin. In fact, there is a
distinctly uncanny recapitulation of the myth of pbeus and Euridice in the

relationship between Woolf and the street musiciarst as Orpheus is forbidden to
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look at Euridice as he leads her out of Hades, Winfibws the street musician who
cannot, indeed, who will not see Hér.

Reading on, Woolf does attempt an evaluation of rthesic, but she is careful to
attribute the insubstantiality of the music to tladouring’ violin and not the musician
whose intentions are ‘divine.” The implicationttgat art of any quality would leave
laboriousness behind. There is something risibleuabdabouring. Woolf literally
summons up a class of people who inhabit Londorosirentirely unnoticed. These
minstrels bring with them a brute, emotional sircip}i that never materialises in sounds.
In this sense, the divine music is never heard,dattributed to these souls who roam
the streets.

In addition to this, Woolf's wanderer, as a kindhafly figure, is also particularly
‘whole’ in this context. The Germanic origin of lybconfirms its original sense, as
that which is whole. Yet again, Woolf has succeeitedriting a specific subject type
which embodies wholeness and unification set agéesfitful, fractured transience of
the urban mass. Moreover, the logic and grammainoblf’'s writing seems to make
music co-operate with the divine to momentarilybgtse and reinforce the idea of
wholeness and unity of the self. However, furtheffection upon the very constitution
of these wanderers exposes this notion of wholemss®&ssentially false as these
musicians are not, in fact, integrated or self@ungtg. The musical self is inhabited by
an external force, and the interplay between therigodly and outer corporeal self is
fraught. The street musician, as Woolf explainsjggles to realise the divine power of
music through, ‘scraping’ and ‘laughable melodi&he goes on: ‘He is possessed by a
spirit which the ordinary person cannot understéud which is clearly very potent, and
exercises so great a sway over him that when hes fitsavoice he must always rise and
follow.” (E1: 29) The musician is seized by theide power and music calls people to

follow. Furthermore, these themes carry on in tilefing passage:

Many writers have tried to trace these old pagand,have professed to find them
in the disguise of animals and in the shelter of&ay woods and mountains; but
it is not fantastic to suppose that while every@nesearching for them they are

working their charms in the midst of us, and thettse strange heathens who do
the bidding of no man and are inspired by a vdieg is other then human in their

ears are not really as other people, but are dtigevery gods themselves or their
priests or prophets upon earth. Certainly | shdadnclined to ascribe some such
divine origin to musicians at any rate, and it isk@ably some suspicion of this

kind that drives us to persecute them as we do.Zg1

# See Book X from Ovid’'s Metamorphoses (Oxford: Oxford University Press, 1998).
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Woolf’'s descriptions seem to suggest a possiblatityeof this divine origin- that of
Dionysus. Once again, images of ecstasy and irdtimit support the interpretation that

Woolf’s pleasure contains aspects of the narcotic:

He [the musician] is the minister of the wildestalf the gods, who has not yet
learnt to speak with human voice, or to conveyhw mind the likeness of human
things. It is because music incites within us sdmmet that is wild and inhuman
like itself — a spirit that we would willingly stgmout and forget — that we are
distrustful of musicians and loathe to put ourselvader their power. (E1:29)

The reason why Woolf refers to the musician, asospgd to any other kind of
artist, as the ‘wildest’ is because of her attittowards rhythm, a concept upon which

she lavishes attention in this essay:

We look upon those who have given up their liveshi® service of this god as
Christians regard the fantastic worshippers of saastern idol. This arises
perhaps from an uneasy foreknowledge that whemaigan gods come back the
god we have never worshipped will have his revamgen us. It will be the god of

music who will breathe madness into our brainsclcthe walls of our temples,

and drive us in loathing of our rhythmless livesdi@nce and circle for ever in
obedience to his voice. (E1: 29)

The cultish nature of music is reinforced as Wawolites us to imagine ourselves
dancing, chanting, as we succumb to the dangemsusfc, ‘Music is dangerous as we
know'. (E1: 30) She goes on:

The safest and easiest attribute of music — ite turs taught, but rhythm, which

is its soul, is allowed to escape like the wingeehture it is...It may be indeed

that the sense of rhythm is stronger in people whosd are not elaborately

trained to other pursuits, as it is true that sagagho have none of the arts of
civilization are very sensitive to rhythm, beforey are awake to music proper.
The beat of rhythm in the mind is akin to the befathe pulse in the body, and

thus though many are deaf to tune hardly any sms® icoarsely organized as not
to hear the rhythm of its own heart in words andimand movement. (E1: 30)

Woolf uses the essay to develop her aesthetic esteoweards the importance of
rhythm which she views as not just a feature ofimumit as something that, if properly
understood, would revolutionise life and writinghiJ is highlighted by the way the

terms ‘rhythm’ and ‘music’ have almost become iokemngeable by the end of the essay:

Rhythm alone might easily lead to excesses; bunwhe ear possessed its secret,
tune and harmony would be united with it, and thasgons which by means of
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rhythm were performed punctually and in time, woaddv be done with whatever
of melody is natural to each[...]we all know that tleices of friends are
discordant after listening to beautiful music bessaudhey disturb the echo of
rhythmic harmony, which for the moment makes oé lg& united and musical
whole; and it seems probable considering this tivatte is a music in the air for
which we are always straining our ears and whicbniy partially made audible
to us by the transcripts which the great musicaesable to preserve. (E1: 31)

Rhythmic harmony is linked to ‘a united and musieddole’, but again Woolf
undermines this sense of wholeness and attests pmitiality by declaring that there
remains a music which will never be heard, a kifigerfectly preserved music that
only appears through ‘great musicians.” Woolf caraiesociate this idea of wholeness
and unity from music, and at the same time, shevkniiat it cannot be achieved, at
least at a secular level. It seems worth noting\Weaolf's view of music is surprisingly
idealistic, one might even say, naive. But musk foaoccupy this place in her world-
view because it remains a way of relativising eist and secures the possibility that
there might be an alternative to life on earth.

In summary, ‘Street Music’ is perhaps Woolf's clestrdepiction of what music
means to her, and is the most revealing accouttieofvays in which music seems to
live at the interstices of a number of differergatiurses. There is the life-philosophy
that is born of a rhythm that liberates the soul barmonises disparate selves; there is
the writing of a pagan theology in the midst ofuabhan secular landscape. And finally
there are the mythological tropes in which musiense to be the pretext for a divine
encounter. Towards the end of the essay Woolf syrite forests and solitary places an
attentive ear can detect something very like a yadsation, and if our ears were
educated we might hear also the music which accoiepahis.” (E1:31) There is
something fundamentally unreconcilable about thet that Woolf is reaching so far
back into the past (she continually uses the warttient’) to find the source of the
music which is so living and present in her envinemt. The images she paints, like the
solitary woods, belong to the landscape of Ovid sinel is straining her ears to hear a
lost resonance of echo which is now only a sountiwhich once had flesh and bones.
Like Euridice, music has died twice; in the firsisiance music is simply the
reverberation of the past, a speculative music lwisgomething in us is always straining
to hear’. And secondly, the people that she idiestibs being able to bring this music
into the modern world by virtue of a divine gifteashunned and outlawed as petty

criminals.
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‘Impressions at Bayreuth’

The second of Woolf's three essays on a musicgestulnatter is ‘Impressions at
Bayreuth’ from 1909 which first appearedTine Timesiewspaper. In this essay we see
further examples of Woolf’s ability to turn musidahpressions into resonant literary
statements, as the text continually sways betwematiq renderings of an evening
performance at Bayreuth and faltering attemptsritevmusic criticism (that are always
closely attended by reflections on the criticiseelf). At the outset of the essay Woolf
sets out her views on the nature of current musticism, which she intimates is a

discourse without an anchor:

The common-place remark that music criticism igsninfancy is best borne out

by the ambiguous state of musical criticism. It feas traditions behind it, and the

art itself is so much alive that it fairly suffoeatthose who try to deal with it. A

critic of writing is hardly to be taken by surpriger he can compare almost every
literary form with some earlier form and can meastire achievement by some
familiar standard. But who in music has tried to wbat Strauss is doing, or

Debussy? (E1: 288)

There are three significant things about this pgesshnitially, we learn that the art of
music is so ‘alive’ that it ‘suffocates’ those wirg to write criticism. Secondly, Woolf
is unable to identify criteria of comparison whitiight make the critic’s task tractable.
Thirdly, Woolf recognises that every piece of museems to be like a fresh start,
rendering the making of comparisons with traditiomadels an impossibility. But this
represents for Woolf the perfect opportunity to ibegnew with music criticism and
gives, ‘'someone the chance of doing now for musiatvAristotle did 2000 years ago.’
(E1: 288).

This essay throws up some familiar themes that ladready been explored in this
dissertation. These include the search for a whale unified account of experience.
Woolf continually evokes wholeness as a means @&sonéng experience, and yet, her
own writing resists, undermines even, this sensetaileness by refusing to submit to
systematic conceptual conclusion. This leads usth® other familiar trope of
contradiction. On the one hand, experiential sysithes the purported goal of writing,
and yet, essayistic writing in particular undoes possibility of this synthesis. And in
addition to this, the very means by which any sgsit could be accomplished are

denied her by virtue of her status as an amataoause the amateur lacks ‘sufficient
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technical knowledge to fasten upon details.” (E89)2And yet, conversely, Woolf has
not the means with which to capture the whole ejttaecriticism of the whole resolves
itself into vague formulas, comparisons, and adjest’ (E1: 289).

The essay, therefore, is somewhat defined by tapation of the space between two
ill-defined extremes: the universal and the paldéicuThis position is peculiar to her
music criticism because, in her literary criticisshe is able to harness normal linguistic
relations and associations, and the unquestioradelsence of a tradition of literary
criticism that is so familiar to her, allows hemoections, associations and judgements
to be far more secure.

In the absence of any specific grounding in eithertechnical details of music or in
a generalisable musical tradition, everything tfeeedepends upon her ability to form
and convey in language locahpressionsof her experience, ‘There is only one way
open thus for a writer [...] he may try to give hispressions as an amateur.’ (E1: 288)
And in this sense, the essay is structured as@sody on her impressions of Parsifal,
the surrounding external environment at Bayreuthg @he nascent philosophical
implications of her descriptions.

There are obvious similarities in this essay’'s dtrite and ‘Street Music’ whereby
Woolf juxtaposes two distinct modes of writing; asehighly imaginative and visually
evocative, in which she paints pictures of scemespeople that stand as aesthetically
autonomous passages of text, ‘As the lights sihky trustle into their seats, and
scarcely stir till the last wave of sound has cdasgen a stick falls, there is a nervous
shudder, like a ripple in water, through the enhorse.” (E1: 289) The other mode
conveys Woolf's attempts to theorise musical intetgtion, ‘Perhaps music owes
something of its astonishing power over us to thisk of definite articulation; its
statements have all the majesty of a generalisagod yet contain our private
emotions.” (E1: 291) The localized disjunction bettwo styles exemplified by the
speed with which she jumps between the two mod#sn,oin this essay, combining
them in the same paragraph, prepares the readarof@ystematic conclusion. This
formal antagonism only reinforces the essayistiooidance of closure. The
accumulation of fragmented impressions allows enmake a kind of whole out of the
essay, but this wholeness asks the reader to pednrintegrating and imaginative act.

We see early on in the essay Woolf's concern withtiringing together of different
parts in order to make sense of her musical expegieWriting of Wagner'$arsifal,

she notes:
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The unfamiliarity of the idea hinders one at thésetifrom bringing the different
parts together. One feels vaguely for a crisis tieaer comes, for, accustomed as
one is to find the explanation of a drama in theelof man and woman, or in
battle, one is bewildered by a music that continwéh the utmost calm and
intensity independent of them. Further, the chdrga the Temple of the Grail to
the magic garden, with its swarms of flower-maidand its red-hot blossoms, is
too violent a break to be bridged conveniently.: (E89)

The fact that music is ‘unfamiliar’ prevents Wodtbm ‘bringing the different
parts together and she can find no explanationdescription of music that
‘continues with the utmost calm’ independent frolre tdrama of the operatic
narrative. But there is not only the incongruitytleé story and the music to contend
with; there is also the difficulty of reconcilingpég formal structural syntax of the
music itself, ‘the change from the Temple of thaiGio the magic garden [...] is too
violent a break to be bridged conveniently.” Woslfobservations reveal a
presupposition that any connection between the aramd the music be of a
particular quality, and that the disruption of tb@nnection leaves one ‘bewildered.’
‘Drama’ is set against ‘calmness’ which in turn set against ‘intensity’ as
conflicting states which fail to be resolved by itheusical realisation. Woolf's
insights seem to occupy a kind of fractured spacshe sunders the music from the
story and brings into question the nature, andviy possibility of an inherent

connection between the two. All Woolf can do nowesirn to her impressions:

Somehow, Wagner has conveyed the desire of thehkigf the Grail in such a
way that the intense emotion of human beings ishioed with the unearthly
nature of the things they seek. It tears us, abew it, as though its wings were
sharply edged. Again, feelings of this kind tha¢ agually diffused and felt for
one object in common create an impression of lagenand [...] of an
overwhelming unity. The Grail seems to burn throafifsuperincumbencesig];
the music is intimate in a sense that none otheone is fired with emotion and
yet possessed with tranquillity at the same time e.€hrlier operas have always
their awkward moments, when the illusion breakd; Parsifal seems poured out
in a smooth stream at white heat; its shape idl swid entire. (E1: 290)

These impressions display Woolf's evocative lingaisensibilities at their most
heightened, but they are also evidence of her woali negotiation between the
universal and the particular. The Knights’ desii@nds for the ‘intense emotion of
human beings’. Furthermore, the desire that thistem gives way to is deemed in
excess of the physical world, ‘the intense emotibhuman beings is combined with

the unearthly nature of the things they seek.” Wd@hes next is essentially the
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setting up of a metaphorical paratext as Woolf'pressions of the opera become
themselves impressionistic of the myth of Icaruse &fers to the music as having
‘wings’, the Grail ‘burns’ through impediments, thstener is ‘fired’” with emotion.
Moreover, the illusion oParsifal is never broken (‘the earlier operas have always
their awkward moments’) but is instead, ‘poured iouh continuous stream at white
heat.” This oblique reference to the sun cannanlkstaken. And in addition to this,

we get more impressions:

From the hill above the theatre you look over aemMand, smooth and without
hedges; it is not beautiful, but it is very largedaranquil. One may sit among
rows of turnips and watch a gigantic old womanhwétblue cotton bonnet on her
head and a figure like one of Direr’s, swinging hee. (E1: 290)

The point about this quote is that Woolf doesnét jsee a woman in a field but she sees
through her as if the woman carries a represeetdtivce that allows her to summon
cultural references and knowledge. Her own impogssigive way to multiple
extraneous, and often distantly related impressitias are superimposed upon any
given situation or object. This chain of significat means that Woolf can pass through
Greek mythology, Shakespeare and Renaissance ngpits she describes her

impressions at Bayreuth.
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‘The Opera’

Woolf wrote The Opera’in 1909 and it also appeared in The Times in Viear.
Woolf's correspondence around this time is littevgth references to, and reflections
on, musical performances and festivals, as welasgrowing fascination with opera.
‘We go almost nightly to the Opera’ she writes imyi1908. What characterises much
of Woolf's writing about music during this period her interest in the relationship
between music and literature, and her conceptidreobwn writing as ‘musical.’ There
are suggestions in her diaries and letters thatvstmted to mimic in her writing certain
gualities of music, a concern which itself was bout of Woolf's perception of a
fundamental chasm between music and writing thattBbught might be overcome.
Again and again, she writes of the difficulty oftjng into words her musical
experiences and the impossibility of transcendhng dtarkly different media in which

she was working and thinking. During a visit to Bayth she writes:

We heard Parsifal yesterday; it was much betteedand | felt within a space of
tears. | expect it is the most remarkable of therag; it slides from music to
words almost imperceptibly. However, | have beeggimg at the effect all the
morning, without much success. (L1: 406)

Crucially, however, even though and in spite of hmiggling’ Woolf considered
writing about music to be, she continued to reffaatdigiously not just on music itself
and its relationship to other art forms, but on lobevn writing about music. A
pronounced reciprocity between music and writinggegas in much of Woolf's musical
marginalia, with musical experience posing a certachnical challenge to the writer,
and the obligation to write sending the writer b&xknusic to test uncertain intuitions.
Woolf's relationship to music, and her effort totiaulate musical experiences,
highlights similar concerns that preoccupied Adoamal Lukacs’s studies of the essay.
For these writers, the genre of the essay repredemntype of discourse that could be
both aesthetic and epistemological. Arguably, mgludgements about music also
requires that one employ and negotiate aestheti@pistemic modes of enquiry. As we
have seen, one of the key concepts that Adornesradn in his essay is that of
‘understanding’. | wish to suggest that ‘understagdcould be the concept that allows
one to pass between the aesthetic and the epistAntcjust as the essay was thought

to traverse two different modes of being that hébeinto commonly thought to have
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been in opposition, Woolf's musical judgements, &ed observations concerning the
difficulty of making those judgements, negotiatis tichism.

The key essayistic strategy at work in ‘The Opei&’strategy that procures
understanding, is the positing of a motif concegnine accommodation of differences

necessitated by thebsence of universal satisfactiorhe opening lines are as follows:

The Opera season is upon us, and for some weekgrdiggamme from which a
selection will be made has laid under discussiam.oNe, of course, is satisfied; but
then universal satisfaction could only be obtaiifiede all thought alike. As it is, the
Grand Opera Syndicate has to consider a varietystés, and the ambiguous state of
mind which their list indicates hints at the vagstof the public taste. (E1: 269)

Woolf is here establishing the idea that the in8tin of the Opera is without a
centre, but that it is a cover term for a family obmpeting and differing
preconceptions, technical problems, sites, spawgsiscourses. This complex space is
problematised via pairs of contrasting prioritiéstt because they concern cultural
beliefs and artistic tastes, are epistemic in matGhe identifies factions within opera
audiences at various levels: between opera lovetpera loathers; between devotees
of Wagner and followers of Glick; and between tifeeént species of Wagnerians.
These analyses are again epistemic in nature as pgbent towards significant
dimensions of form and aesthetic within the wolksntselves and count as knowledge
of the terrain. For example, the difference betweeltick and Wagner can be
established through their treatment of emotion dradna. Glick presents formalised
emotional situations which lend themselves reamtilynusical presentation. But ‘these
emotions are not necessarily dramatic, and theamwases in us emotions of a general
character which cannot be referred to the expeg®t a particular person.” (E1:270)
The attainment of something tantamount to the p&de in the accommodation of
music to emotion in Gliick (which inspires praisenfr some quarters of the opera
audience) is achieved at the price of a certaitratisness.

Wagner, by contrast, can portray human emotiof@ith realism and immediacy,
and as such his music draws on our sympathies wmmpletely. But he does not
achieve this consistently: ‘And yet, swept awayasare at some moments, there are
others when we seem to be dropped again’. (E1: RV@gr diagnosis of this failing,
she sets out another key difference that is of sgonstitutive of the form itself, the

difference between word and music. She descrilmeattbmpt of the ordinary operagoer
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to reconcile the apparent disparity between Wagnmsic with his mythic narratives.
She asks,

Perhaps there is some cleavage between the draitheamusic? Music (it may be)
raises associations in the mind which are inconggueith associations raised by
another art; the effort to resolve them into oreaclconception is painful, and the
mind is constantly woken and disillusioned. (E10R7

Persuasive though this analysis is, the tone oéfisay does not settle into anything
like a verdict or a negative judgement on the Ogeiraich it could easily become).
Rather, the contradictions and complexities of @pera feed into her distinctive
technique of portraiture. The people that hauntdpera houses have found bizarre
ways of occupying these unlikely and contradictgpaces. Woolf takes flight from the
flow of the analysis to present the aesthetic sideer object, and arguably, one makes
a mistake if one only consults this essay for imfation about operatic tastes in the
early twentieth Century. Wagner's music has in facbduced new cultures of
behaviour which mitigate the inconsistencies shentpd out above, but these

behaviours need to be drawn, and they need a stsedcerbic eye:

His and his characters appeal to people who woeNemlisten to music in a concert-
room. They find a Wagner opera much the same asya put easier to follow,
because the emotions are emphasised by the musy. find the men and women
much like themselves, only with a wonderful capatir feeling things. How many,
as the opera goes on, see themselves in the pfa€astan and Iseultdic], are
delighted with the depth of their own capacitiest feel little sympathy with the
passages where they cannot undertake the parts2{&1'1)

She continues in vivid, comic style:

Strange men and women are to be found in the cheats on a Wagner night:
there is something primitive in the look of themthsugh they did their best to
live in forests, upon the elemental emotions, aretewquick to suspect their
fellows of a lack of ‘reality’ as they call it. Tiefind a philosophy of life in the
operas, hum ‘motives’ to symbolise stages in thieiught, and walk off their
fervour on the Embankment, wrapped in great bldcéls [...] And the scholarly
Wagnerians, detecting ‘motives’ by the flash of ithelectric lamps, and
instructing humble female relatives in the intriescof the score. (E1: 271)

Aside from the tone, which is cutting and humorowsolf's technique in this
passage is sophisticated. One notes that theredistiact lack of conjunctions in

adjoining phrases (formally known as asyndeton)casma after comma link the
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clauses and lends the experience of reading theatgsace and a rhythmic urgency.
More importantly, however, Woolf threads togethemd concentrates striking
imaginative pictures that represent the panoplyights and experiences associated
with attending the opera. The comic structure &aclenough: no intellectual posture
comes without an associated physical and sociapgym The ardent Wagnerians sit in
the cheap seats, wear black cloaks and hold tkairemotional lives in higher regard
than those of their fellows; the scholars (by i@iion male) carry special lamps so as
to read the scores in the gloom of the theatre laov@ their female relatives with
analytical details. And the opera house itself ainfed with opulent detail, as is the

poverty of its immediate surroundings:

We see the immense house, with its vast curved sittesoft depths of rose colour
and cream, the laces hanging down in loops fromhbitvees, and the twinkle of
diamonds within [...] Undoubtedly the great dome whltas risen so pompously
among the cabbages and slums shelters one of thestodf all worlds — brilliant,
beautiful, and absurd. (E1: 271-72)

It can clearly be seen that this essay has a dahbleacter: it shows and tells, it does
what it says. The last paragraph sets out the Ipasition: ‘These are but a few points
of view, but the variety seems to show that therat any rate, no general idea as to the
true nature of the Opera.’ (E1: 271) In the abseica general idea and a true nature,
what is left is a series of raids on the ‘complésion’ that is the Opera. In this sense,
the Opera is the perfect subject matter for thayessce anything the eye, the ear or the
imagination alights upon immediately become relévarthat vision. Without a centre,
there can be no periphery; there is nothing thatbepassed over as merely incidental
to the picture that is being constructed. With mmalf truth on the matter, there is
nothing to constrain the writer to one subject nother, and nothing to inhibit the
writer is noting down whatever fragmentary vignetéenight at the Opera bestows.

This peculiar vision of the Opera liberates thostails that one normally dare not
mention in a serious reading of the Opera: theamst the stage, the building, the
people, the seats, the post-concert analysis aod,sand it is her continual recourse to

the more oblique elements of such an experiendarthkes her criticism so generous.



114

Chapter 5

Aspectual Non-ldentity: Rhythm and Satire in Woolf’s
Urban Musical Observations

Methodologically speaking, this chapter is condtdcaround a dialectically
elaborated concept of rhythm which, as will be shpis able to capture and penetrate
vitally important aspects of Woolf’s writing aboumusic. The concept of rhythm, which
Woolf herself foregrounds as being essential to évn writing practice, is here
understood beyond any simple musical-technical iegidn. Instead | explore the
metaphorical complexity of the notion in two distindirections. On the one hand,
rhythm is concerned with synchronisation, with pickup a speed or tempo, with
“being in time”. This notion is suggestive of at®fian attunement, or resonance
between two systems whereby energies are effigi¢rghsferred or enhanced. On the
other hand, rhythm is articulated and apprehended interruptions, impacts and
percussions. And there is always a resonant sudpoe which the percussive event
impacts, a surface which registers and amplifiesetrent.

In this formulation, Woolf’s writing is another waifor that resonant surface that
is always being tuned to her environment. Thus,ghee of daily life in London is
reflected in the tempo of Woolf’s writing, wherethe threat of impending engagements
often forces her to break a line of thought. THegephic style of her diary entries can
readily register any unexpected and/or rapid chaumgéhe course of events or the flow
of thought. And, in line with the theme of the nidentical that has occupied this
dissertation hitherto, this rhythmicised writingedonot provide a vantage point that
would admit conceptual survey, intellectual commanduthoritative pronouncement.
Rhythm is the disruption of ordinary logical consixy (motivated by the need to put
disorder in abeyance) for the sake of what is, g@sha higher consistency between
word and the world as it is (not the world as wegtmilike it to be). The staccato
rhythms of Woolf's urban observations reinforce timepossibility of a coherent
synthesis of her experiences.

Rhythm, then, informs the structure, pattern andtasy of her writing. But
rhythm, via techniques of interruption and digressialso informs what can be thought
of as acomicregister in her writing. That comedy sometimes @& as she discusses

music is especially telling because she, perhapslvertently, exposes prominent
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musical ideologies of the period: music is pregistlat which relies upon dignity,
decorum and artistic seriousness for its succédbatl is interrupted, what then? And
beyond that, at this time, (and possibly to thig)déhe development of musical taste
and awareness can be considered a central obfligatmt to say chore, of personal
“cultivation”. To interrupt this process, to kedmetprogress of musical taste faltering
and uncertain, is a radical challenge to firmlyrenthed Enlightenment (and class)
values relating to the cultivation of Man as such.

The importance of personal cultivation to Enlightesmt thought is illustrated in
Friedrich Schiller'sOn the Aesthetic Education of M&nem 1794. Schiller’s ‘goal’ was
to set out a systematic way of overcoming what eecgived as some of the most
pressing problems of his age by way of an ‘aesthetucation.’ In fact, his thesis was
that ‘every individual human being, one may sayriea within him, potentially and
prescriptively, an ideal man, the archetype of en& being, and it is his life’'s task
through all his changing manifestations, in harmarith the unchanging unity of this
ideal.’” (Schiller, 2005:17) Schiller’s view that®wcould progressively transform oneself
into ‘an ideal man’ by way of an aesthetic educat® exemplary of a strong line of
post-Enlightenment, pre-Romantic German thoughtivigiave way to the tradition of
Bildung, or cultivation of the self. The idea Bildung in many ways, was concerned
with liberation: liberation from the dominance ofmtian philosophy, liberation from
pre-modern political systems which enslaved pedpldeudal states by means of
religious dogma and social custom, and liberatiante@chno-scientific disenchantment.
Liberation, is achieved, ironically, not by freeirameself from the aforementioned
circumstances, either intellectually or materiabyt by tightening one’s control over
certain aspects of immediate reality — namely, ®r@in relation to action. Bildung
attempts to account for man’s disparateness andrtpeedictability of his environment
by imposing an ultimate shape on the fundamentatl&ssness of life. But by adhering
to the belief that man’s vocation, as it were,agdalise his own ‘ideal’ archetype by
way of an aesthetic education, is also to writeo ithat search the possibility of
disappointment and failure. And, in addition tostttonceiving of one’s life in terms of
an ultimate trajectory also opens up the ideatthattrajectory can be interrupted, and
disrupted.

In the late eighteenth and nineteenth centuriesctncept of Bildung fostered a
view about the potential for art to be a means hicivone might ‘improve’ one’s moral
character. This view becomes pervasive across Ewiod means that by the Victorian

era in Britain, music is being contained by, andoagted with, various ideological
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forces. Such ideologies, moreover, can be seem tmdnifested in the very traditions
and customs that uphold the practices of musicdlopeance and reception at the
beginning of the twentieth century in Britain. Wiellevel of musical consumption was
typical of what one might expect of a woman of kb&rss and background in early
twentieth century London. She frequented concertsrausical evenings, purchased a
pianola, and was actively involved in the contermapprdiscourse about opera and
musical criticism. Therefore, she would also hawerb exposed to much musical
etiquette; applauding after performances, sittmgilence in the concert halls, dressing
formally for a musical event and cultivating aniarate response to the music to
communicate to one’s associates at the intervpbst-performance. But buried beneath
these customs is the belief that music was edueatid useful to moral improvemét.
Woolf, I argue, disrupts this ideology by usingiaias a technique to interrupt the
narrative flow of her observations about musictd In London. Satire works at the
level of the rhythm of sentences so as to dispkhee logical flow of events and
undermines the stabilisation of a consistent thesissupport of the uncritical
assumption about music’s ‘improving’ qualities.

Much of the material of Woolf’s early diaries arattérs makes continued reference
to concert life in London at the turn of the twethi century. She was an extremely
active member of the London cultural scene, whewsicnwas often at the centre of an
evening’s entertainment or socialising. In fact fiequent attendance at musical events
could in some way contribute to a growing discouts® views Woolf as modernist
flaneuse® A musical event forced Woolf out of the relativalydered and predictable
environment of the domestic space and into thenthmf the urban mass. Music was
often not simply the destination of her journeyt Was an accompaniment as she made

her way through London:

On the way | walked through a narrow street linedboth sides with barrows,
where stockings and ironmongery and candles ardfisre being sold. [The
diary notes that Woolf was talking about Berwickegt Market in Soho] A barrel

4]t was exactly this spirit that stimulated Sir George Grove (1820-1900) to found the eponymous music
dictionary in the late 1870’s. See ‘Review: A Pyrrhic Victory for Scholarship? The New Grove Dictionary of
Music and Musicians’ Perspectives of New Music, 20, pp.569-591.

43 See Rachel Bowlby, ‘Walking, women and writing: Virginia Woolf as flaneuse.” Still Crazy After All These
Years: Women, Writing and Psychoanalysis. (London: Routledge, 1992) 1-33. Also Peter Brooker, ‘The
Wandering Flaneur, or, Something Lost in Translation.” In Misceldnea: A Journal of English and American
Studies 20 (Zaragoza: University of Zaragoza, 1999): 115-130
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organ played in the middle. | bought six bundlesabured tapers. The stir and
colour and cheapness pleased me to the depths béary (D1: 135)

The music from the barrel organ seems to heiglitersénsation of being in the city: the
colours are more vivid and the temptations of carisg more intoxicating, and yet, no
less superficial. Music seems to be at the heatiefnarket experience and it provides
the background to the chaos of the activity alluach Moreover, its place in this
particular entry is in the middle — the music digsuthe narrative flow of the sentence,
disconnecting Woolf's observation that candles waresale and her eventual purchase
of ‘six bundles of coloured tapers.’ Her final estion that ‘The stir and colour and
cheapness pleased me to the depths of my headrhisguous, but it does seem to
reflect something of the swirl of visual and auditalemands made on her at the
market. The insinuation that the music adds to $kese of ‘cheapness’ comes
somewhat as a relief to Woolf, as if she is releetreat music might actualiyot need to
fulfil a certain seriousness of purpose. The barghn serves to reinforce the fractured,
urban subjectivity in which music is just one ofnyiasensory assaults to contend with.
And, crucially, music functions as that which doed necessarily unify the disparate
aspects of urban experience. Woolf's experiencaotsmade orderly by the music,
rather music is seen to contribute to the esséntial-orderly nature of experience. In
this way, then, music is made to mirror those aspet everyday life that are chaotic
and unexpected— music is not shown to unify expege In one particular letter to

Roger Fry in 1923, Virginia Woolf writes:

That old goat Sir Claude, only kept by the tightne$ his white waistcoat from
gushing entrails all over the carpet, took it ittis head to leave. The whole
audience saw him move down the gangway. Suddentida@peared. There was
a sound of coal sacks, bounding and reboundingn @ead silence. He had fallen
down a complete set of stairs; buhis hurt. (L3: 40)

What is striking about her observations on the mrbancert scene is the way in
which she captures the unrelenting and often brogake of city life. But what is of
greater importance, for the purposes of this cliasdner subtle tendency to satirise the
stock characters and customs of musical culturedectors, performers and even
concert etiquette all become subject to Woolf'scal eye. In this sense, humour in her
marginalia fulfills two functions. Firstly, satireffectively deflates potential symbolic
excess in the articulation of musical experiencegd @econdly, satire undoes the

moralizing discourse of the legacy of Romantic avidtorian notions of self-
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improvement, as articulated by the concept of Bigluand instead creates a subject
position that rejects a ‘stultifying, over-codifisdciety.” (Connery and Coombe, 1995:
iX)

As has already been alluded to, Woolf’s recollewtiof the people and events of
musical life in London are often extremely vividdahumorous, and she is able to
transform experiences of people and places intteapuecise observations, like a kind
of literary sketch, complete with characters, aatare and a punch-line. She frequently
paints amusing scenarios involving conductors, -ovessed society-types, and
experimental musical theatre productions whichvaltbe reader to imagine that these
people are, in part, a literary creation. But Wisoléndency to fictionalise and, in many
ways, to make fun of her musical encounters, aswes to illustrate a more critical
point; Woolf’s satirisation actually questions afwhdamentally destabilises many of
the customs surrounding musical performance argeptation of the day, and by doing
so, she brings to the surface potentially ideollgissues around musical social
convention and the articulation of experience.

But just what was London like when Woolf was atiegdconcerts? Her accounts
of concert life, some of which were written almastundred years ago, seem so full of
energy and vivacity that she is able to overtumttansience of the pace of city life by
capturing it so precisely in her writing. Anotheppaaling quality about her
documentation of London’s burgeoning culture ig thaan often be intriguing to read;
it can seem puzzling or curious, as if it concealsrets or intimacies that Woolf either
wasn’'t aware of, or didn't know how to articulakdusic certainly had a marked impact
on Woolf, but it was difficult for her always toysavhy it moved or captivated, or, as
was sometimes the case, irritated her. Furtherm®aplf’s musical marginalia are
often only partially about music, thus, this chapegues that the urban environment
contributes to the fragmented subjectivity in W&hlvork. Her observations about
London often only have the shadow of formed ideas prose; the diaries and letters
read just as if she had dashed down thoughts imahneed, stolen moments between
social engagements. And, of course, this was pelcithe case, and the writing,
therefore, becomes a mirror of the pace and rhytiirfife in London at the time.
Moreover, Woolf’s jottings reveal the extent to alniher capacity to make meaningful
judgements about any particular performance wasnofeduced by the impending
urgency of the next social engagement. She madenaions on the move, as it were,
and the pace of the city, to a large extent, dectduer ability to spend time reflecting on

the numerous parties, concerts and social eveatatsgnded. However, this fact did not
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diminish the quality of her observations, rathbe thythm of the city contributes to the
sense that her aesthetic reflections on music aoniidever be partial. To put it another
way, the observations Woolf makes about musicalitifLondon are incomplete without
the references to the city and its environment +easd musical life are co-existent

with London, its places, people and rhythms.

Rhythm

Another way that rhythm comes to inflect Woolf’sitivrg can be found if we look
at this example of her attendance of a performah@éilliam Walton's Fagade.
On Wednesday, 3June 1923 she writes in her diary

Nessa is back and the London season of coursellilmiing. So | judged
yesterday in the Aeolian Hall, listening, in a dazeay, to Edith Sitwell
vociferating through the megaphone. (D2: 244)

The diary’s editors note that:

The occasion was the first public performanc&aade a collaborative effort by

the Sitwells and the composer William Walton, inieththe words and the voice
(both Edith Sitwell’s) were intended to play an aband interdependent part with
the instrumental music. The poems were recitedutitrca ‘Sengerphone’ which
protruded through the mouth of a grotesque heatieéncentre of a drop-curtain
painted by Frank Dobson. The performance calleth falmost universal obloquy
from the presqD2: 244)

The entry continues:

| should be describing Edith Sitwell's poems, blept saying to myself “I don’t
really understand...l don’t really admire.” The onlew, presentable that |
framed, was to the effect that she was monotorslis.has one tune only on her
merry go round. And she makes her verse keep smpaely to the Hornpipe.
This seems to be wrong; but I'm all sandy with imgtcriticism, and must be off
to my book again. (D2: 244)

Woolf’s ‘dazed’ listening is the first clue thatrjadgement of this particular concert
is going to be less than favourable. But it isfin@nk admission that she didn’t really
understand or like it that is most important foaltows access to Woolf's private

thoughts in such a way that might inspire sympatitgm someone who had
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experienced a similar effect upon listening to roudt is an unspoken rule of
concert-going life that if you do not understand thork being played, then the last
thing you would do is admit it. Woolf's private coments about Walton and
Sitwells’ Facademake a space for our own, perhaps private, expeggeof finding
ourselves without understanding in the face of asioal encounter. She gives
validity to our own suspicions that we do not ‘géte piece and her uncertainty
gives a voice to our uncertainty. Moreover, and enarportantly, Woolf's position
gives us an insight into the development of avamtlg art in England in the early
twentieth century and from her work, we can seetvitia prevailing attitudes and
behaviours were regarding music in London circa 3l92acade represents an
interesting turning point in the development of Bwtish modernist aesthetic, and
Woolf's ostensible rejection of this new kind oft @aells us something about the
distinctiveness of her attitudes and tastes. Hécism of the piece reveals that she
is able to make sharp technical observations ath&utnterplay between the words
and the music. She claims that Sitwell is ‘monot@ipshe is not impressed by what
she sees, she deems it naive, childish- ‘merryogad’, she thinks that the work is
impoverished, that it is not musical enough. Sitwgloetry becomes ‘monotonous’
set to music, which itself lacked variation and pdewity. The music had only ‘one
tune’ and presumably Woolf thinks that the piecelarastimates the relationship
between poetry and music. As a fervent opera geercan be assured that Woolf
had detailed knowledge and experience of the toadit language and behaviour of
musical theatre, but a the same time, Edith Sitwieth, went to great lengths to
defend her thinking about the creative forces bRacadein her own biography,
denying us the simple conclusion that Woolf wousvén had the critical upperhand
here.

Sitwell's theorisation about the relationship betwerhythm and meaning is
reflective of a burgeoning modernist aesthetic thatoncerned with angles and shapes
and the disruption of meaning. But Sitwell's cono@p of rhythm contrasts sharply
with Woolf's which she treats more as a device #hgiports and enhances meaning.
Rhythm, for Woolf, givesnore meaningo that which is already there. Even Woolf's
diary entry has its own particular rhythm that thses the periodical nature of the day;
her writing in the diary must end so that she cavenon, forwards to her book. For
Sitwell, rhythm is melody without pitch, suggestititat rhythm is not subordinate to
melody, but is as equally important, and can irt,feeplace melody as the focus of a

musical text. Woolf's response Eacadeand Sitwell’s thoughts on rhythm tell us two
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significant things about Woolf's aesthetic. Thesffirs concerned with rhythm as it is
conceived of as a fact of musical performance, ig)yahythm as it exists in the piece of
music. One could speculate that one of the reasdrysWoolf disliked Facadewas
because she associated dance rhythms with theibaha¥ her servants and thus lively
rhythms were the domain of the lower orders. letget written to Emma Vaughan in
1903, she writes:

A fresh lot of tunes came today chosen by Adriad arvery mixed set — Bach
and Schumann and the Washington Post and the DeachMh Saul, Pinafore

and the Messiah. We find the difference in quaityery good thing because all
our servants sit beneath the drawing room winddwhalevening while we play —

and by experiment we have discovered that if wey glance music all their

crossnesses vanish and the whole room rings wéin shrieks and then we tame
them down so sentimentally with Saul or boredonhvthumann — on the whole
their silence is the most desirable thing. (L1: 88)

Here, ‘dance music’ has an anaesthetic effect enstdrvants and is seen to appease
their frustration, it makes them ‘shriek’ and theyust be calmed. This kind of
behaviour was not something that Woolf could adméed therefore, the similarly
rhythmic robustness dfacadewould remind her that her servants might perhap&h
been more appreciative of Sitwell's efforts thae stas. Another noticeable term that
Woolf employs when she writes about music is ‘tun€omposers write tunes,
according to her diaries and letters, and she o#erarks that she enjoyed listening to
the tunes of the music. This privileging of melodyntradicts Sitwell’s attempts to

reflect on the status of rhythm. In 1921 she wriitelser diary:

But every afternoon for a week I've been up to Atemlian Hall; taken my seat

right at the back; put my bag on the floor ancelstd to Beethoven quartets. Do |
dare say listened? Well, but if one gets a lotlehgure, really divine pleasure,
and knows the tunes, and only occasionally thirfkstleers things — surely | may

say listened. (D2: 114)

The diary notes ‘During a Beethoven Festival We#k30 April, at the Aeolian Hall,
the London String Quartet played, in chronologicatdler, all 17 Beethoven string
quartets.” (D2: 114) Woolf, accordingly, sdescadeas devoid of the pleasure of tunes,
and the full extent to which she disapproved of $iitevells is evidenced in a letter to

Jaques Raverat written in July in 1923:
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As for the Sitwell's, though | paid 3/6 to hear tdivociferate her poems
accompanied by a small and nimble orchestra, | isholed so little that | could
not judge. | know Osbert slightly. They take thelmse very seriously. They
descend from George the IVth. They look like Regebacks. They have a
mother who was in prison. They probably need carefading, which | have
never given them, and thus incline to think thergowbus, but unimportant
acrobats. (L3: 59-60)
Even though she thought the Sitwell's ‘unimportaantd ‘acrobats’, Woolf shares her
preoccupation with rhythm. We have seen that skevwvidance music rhythms rather
unfavourably, but in terms of her aesthetic disj@sj she considers rhythm absolutely

central to writing. She states this again in aleth Vita Sackville West in 1926:

Indeed, these are the first letters | have wrisieice | was married. As for the mot
juste, you are quite wrong. Style is a very simmpiatter; it is all rhythm. Once

you get that, you can’t use the wrong words. Buttlma other hand here | am
sitting after half the morning, crammed with ideard visions, and so on, and
can't dislodge them, for the lack of the right fnyt Now this is very profound,

what rhythm is, and goes far deeper than wordsglt,san emotion, creates this
wave in the mind, long before it makes words tatfiand in writing (such is my

present belief) one has to recapture this, anth&tvorking (which has nothing

apparently to do with words) and then, as it breakd tumbles in the mind, it
makes words to fit it: But no doubt | shall thinikferently next year. (L3: 247)

For Woolf, style means rhythm. Here she seems t@dsturing towards a kind of
rhythm that precedes meaning; she argues that borgdiappens in consciousness, a
movement of some kind, or a disturbance. Followorg from this, words, and
eventually meaning find their place within that gbaThe task of writing is to represent
this original motion. Rhythm is perceived long hbefaneaning occurs. This is in
contrast to Edith Sitwell's conception of rhythmatlworks on material that is already
given. Rhythm shapes, changes and manipulates #amings already given by the
words, it does not persuade words to manifest tetyas the way Woolf implies. In
Sitwell's version rhythm is a tool that we havecatr disposal; we are ultimately in
control of rhythm and can make it come under oummand. For Woolf, it is more like
we are at the mercy of a rhythm that is always eesalways forming in our minds,
shapeless and meaningless, forming as it goes emddmg the vital impetus for
writing. Woolf’'s understanding of rhythm allows ue conclude that it had two
significant meanings to her. On the one hand, qaitk lively rhythms still symbolized
a kind of lower social class — her servants enjdgigthmic’ music. And this points us
to the kind of conservative approach Woolf mightvdhédbeen encouraged to have

towards music and musical performance. On the dtlaed, and perhaps slightly at
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odds with this social and moral obligation to viewythm as subversive, Woolf knew
that rhythm had a fundamental role to play in wgti As much as rhythm was an
indicator of social status, it was also a powesfesthetic device. Christopher Butler in
Early Modernismargues that the concept of rhythm in an urbandeape would have
been crucial not just to writers like Woolf, butttee development of an early modernist
subjectivity. He suggests that in the early twehtgentury, the explosion of the urban
environment causes philosophers and artists tadem$ts effects upon the rhythms of
the consciousness.’ (Butler, 1994: 134)

In addition to this dual aspect of rhythm, Woolkeowledge of and frequent
attendance to some of London’s best known musealigs was impressive. In the first
volume of Woolf’'s diary written between 1915 andl1@9 twelve of the nineteen
references to music make mention of her attendatca concert. An entry from

Wednesday, 8anuary 1915 reads:

Now | have to decide whether | shall go up againa tparty at Gordon Square,
where the Aranyis are playing. (D149)

From Sunday, 17 January:

| went to a Queen’s Hall Concert, stayed for thseautiful tunes and came back.
(D1: 20¥°

And from Monday, 19 November 1917:

On Friday we went to a concert, walking out whea Emglish piece came on into
a disreputable side street clinging to the badRafd St. (D1: 78f

Of the London venues that Woolf frequented, it Was Queen’s Hall and the Aeolian
Hall that seem to have featured most prominentigugih there are also references in
the marginalia to concerts at the Old Vic Theatré the London Palladium, and opera

performances at the Theatre Royal Drury Lane aadtiaftesbury Theatre:

4 (The diary notes that the d’Aranyis sisters were Hungarian concert musicians who remained in England
from 1914-18).

4 The diary notes that the music Woolf heard was Bach’s 4" Brandenburg Concerto, the Symphony in D
by Cesar Franck and three movements of Lalo’s Symhponie Espagnole.

46 The diary notes that the concert was at the Aeolian Hall, Bond Street and was performed by the London
Trio.
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Then on tarigaro at the Old Vic. It's perfectly lovely; breakingoin one beauty
into another, and so romantic as well as witty e gerfection of music, and
vindication of opera. (D1: 83)

| went to a concert at the Palladium this afterndmrnt on the whole | regretted it.
A man called Julian Clifford played Mozart as ifwere a Dream Waltz, slowly
and sentimentally and with a kind of lugubriousclgtiess which spoilt my
pleasure in the Ginor (D1: 142y’

| went to theMagic Flute and thought rather better of humanity for hawimat in
them. Goldie was in the same row as me, thinkirdadesay much the same
thoughts, though the proximity of two youthful memay have coloured them
differently. (D1: 153°

And from Monday, 17 June 1918, ‘Il went to Don Giorg to my infinite delight.” (D1:
157)° Woolf also attended many private concert seriesluding those organised by
Bruce Richmond at Shelley House, and at Ham Housterms of the repertoire that
these concerts exposed the general public to, stiwastly imported from Europe and
Woolf notes attending performances of music by HénHaydn, Beethoven, Mozart,
Bach, Schumann, Brahms, Debussy, Glick,kand Wagner. But Woolf's musical
palette was not just limited to European Art musice also makes mention of more
popular musical forms that she would have seeropedd in the Music Halls. Musical
comedies by Gilbert and Sullivan are noted, as aglberformances of works by British
composers Ralph Vaughan Williams, Ethel Smyth arnidam Walton.

In terms of Woolf’s listening experiences she wob&Ve largely been going to see
the performance of music that had been part ob&epsional musical canon for the last
hundred years or so. This is notable because itig tempting to imagine that Woolf
is satirising an emerging or modern musical cultuet, in fact, she was passing
judgement over, what would have been by the 190k 20s, quite old fashioned
concert practices. And this is interesting for esduse many of the practices that might
have seemed dated to Woolf at the beginning ofweatieth century remain part of our
concert-going culture today, As Catherine Dale siate her bookMusic Analysis in
Britain in the Nineteenth and Early Twentieth Ceigs) a rich concert life had been

established in Britain even before 1850:

47 Julian Clifford 1877-1921 was a conductor, pianist and composer.

48 The diary notes that the concert Woolf attended was at the Theatre Royal Drury Lane and was part of Sir
Thomas Beecham’s ‘Summer Season of Grand Opera in English’.

4 The diary also notes that this was part of the same season ‘Grand Opera in English’ at the Shaftesbury
Theatre.
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The foundation of the Philharmonic Society in 18b8de a high standard of
orchestral music available to the aristocracy dredrtew, wealthier bourgeoisie
alike, and from 1835 specialised concerts, inclgdime chamber concert and the
solo recital, also began to appear regularly. (D2083: 2)

Dale describes how the dissemination of music gg@adily in the late nineteenth and
early centuries. However, this expansion was nsit ljmited to the major cities. There

was, she remarks:

a rise in the number of musicians from 19,000 iA11& 47,000 in 1911 as more
people benefited from increased purchasing powdrveare able to buy musical
instruments;...(there was) a huge diversificatiorthia type of musical activities
available which ranged, in most towns, from brageds to amateur orchestras
and choral societies. Finally, as a result of matiisation and the growth of the
railways in particular, a national network of mugiablishers, touring musical
companies and an expanding system of state edocatwe able to flourish.
These developments, combined with the later investiof broadcasting and
recording, permitted music to reach a much widelience. (Dale, 2003: 2)

But Woolf’s involvement in the musical concert gélof London did not begin and end
with her presence in the audiences of such conclkrtfact, as this letter to Emma
Vaughan from 23 February 1905 reveals, certainflyem in her critical career, Woolf
felt that she had much to contribute to British roalsdiscourse:

My National Review article is about [Street] Musio you can imagine what a
flutter is going through the musical world — it h@®bably reached Dresden. My
remarks will revolutionise the whole future of musgiL1: 179)

It is difficult to know how ironic Woolf was beinig this article, but what she perceived
as a lack in music criticism was something she twaster mention in her exchanges
with the British composer Ethel Smyth. Again, tlismportant because Woolf sensed
that music criticism was not as well defined a pcacas, say, literary criticism, and this
fact would come to dictate much of the contentef letters to Smyth. One figure, with

whom Woolf was familiar, who did know the British usical scene extremely

intimately and who was perhaps a more establishesical commentator, was George
Bernard Shaw, who, iMusic in Londonwrites about the Philharmonic Orchestra’s

latest performance:
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But its last performance of the Ninth Symphony seémhave aroused the British
lion. The critics said the usual thing; but one BdivCarpenter, an unattached
essayist of credit and renown, declares, on théragn that the symphony was

miserably unsatisfying. | was not at the concertselly because, though I

forewent Patti and the Albert Hall to attend, yéten | reached St James’s Hall it
was so full that | could only get one of those atutincomfortable stalls in the

niches of the wall for my seven and six-pence. Nimw,a good performance of

the Ninth Symphony | would cheerfully sit the whoi®e on a sack of nails. For

an average Philharmonic performance no seat, letetr say, would be too

comfortable — a fourposter would be best of all] kmked askance at that ticket,
with its discouraging “Row FF”; hesitated a momeamgd - got my money back.

(Shaw, 1932: 31)

Shaw’s three volume book is full of candid obsensa and criticisms about British
musical life and his writing bristles with attitudead humour as he presents his analysis
of the contemporary situation. Shaw’s humour atitide could be said to be repeated
in Woolf's musical observations too. But one of thes obvious things worth picking
up on in this particular quote is the issue of nyoanad the extent to which economic
factors would have played a huge part in Woolf'pasure to and capacity to participate
in musical culture. Her attendance at the privatecerts mentioned above meant that
she was in a somewhat privileged position, so farlistening to live music was
concerned. But her social position also meant shat was subject to certain kinds of

behaviour too. In a letter to Clive Bell from 19Mrginia Woolf writes:

Gumbo [Marjorie Strachey] is seated at the piamesskd in a tight green jersey,
which makes her resemble the lean cat in the adeerent, singing O Dolce
Amor, to her own accompaniment. The accompanimeas:eshe flings her hands
up, and gives vent to a passionate shriek; crastiebands down again and goes
on. A dry yellow skin has formed around her lipwgjrgy to her having a fried egg
for breakfast. Save that her songs are passiomsehave not mentioned the
subject. (L1: 449)

The final statement in this letter gives us a @sdo what would have been expected of
someone of Woolf's class in the early part of theritieth century, and much of this
behaviour could be said to have its legacy in caltliterature of the late nineteenth
century, like Matthew Arnold’'Culture and Anarchy(1869) in which he makes the
connection between culture and law enforcementDAsek B. Scott observes in his
book Sounds of the Metropolis: The Nineteenth-Centurgufy Music Revolution in

London, New York, Paris, and Vienna:
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An audience may shout, stamp, applaud, or hisslleatvow entertainment, but a
strict reception code operates for high art: yowndbtalk; you do not turn up late;
you do not hum along; you do not eat, and so arot{S2009: 61)

It is likely that Woolf was subject to this kind obde of behaviour, attendimgostly
what would be called ‘high art’ events. Conversélgwever, some social beliefs still
held that music had the power to incite civil uprgsor disturbance, an attitude that can
be seen in Woolf’s fear that her servants resporwiddly to music that she or her
companions played. Moreover, there was great canitet the dancing which music
accompanied contributed to a decline in moral stesg. Scott identifies that the waltz

proved the most ‘threatening’ of all the dances:

The waltz offers an example of how music could bcgived as being linked to a
physical threat to public morality. When the wditst began to be danced “in
society”, it provoked moral outrage in some quarttdExisting society dancers
were more decorous; the minuet and gavotte may haga dances for couples,
but they emphasised graceful movement and invotl@itate contact with the

fingers only. In the waltz you could hold your pet, and not just with

fingertips...but you could (still) hold your partnelose...The waltz combined
closeness with a sensation of the room spinningratpand this could prove an
erotic and giddy experiengScott, 2008: 64)

It is obvious from Woolf's musical marginalia thahe was attending all manner of
musical concerts, and that she certainly knew ustt §bout the activities of the upper-
middle class, as this selection of letters showsiis afternoon we are going to a
Beethoven concert — opening Wigmore Hall (the oktlgstein)’ (L2: 135), then a
month later; ‘What is the truth of the rumour tBatrbara (Saxon) is going on the Music
Hall Stage? | went to hear a new Debussy sonatatther harp flute and viola
yesterday...| rather liked the Sonata.’ (L2: 140) AtdEdward Sackville-West in 1925,
‘But the piano arrived safely, and has already migetwo hour concert, when one of
Angus Davidson’s brothers sang, and it was thetgséauccess. | hope to give many
more concerts of this kind in the autumn, and wadlstonsider you our patron.” (L3:
195)

Woolf's mention of her acquisition of a piano mader one of twenty thousand
people in Britain who were making similar purchaggianos were still very affordable,
costing somewhere between £14 and £16 in 1911rqfkal975: 125) Moreover, the

50 As late as 1885 the waltz was begin attacked by moral speakers. Scott notes that ‘Mr Burband of the
Aberdeen Presbytery launched a widely reported attack on ‘dancing parties, and promiscuous gatherings
of people of both sexes for indulging in springs and flings and artistic circles and close-bosomed
whirlings.” (Scott, 2008: 64)
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piano was still at the centre of the salon musditron and the instrument provided a
focus for what was known formally as a Musical Ewgn The Musical Evening
remained a staple of Edwardian cultural life beeaas Ronald Pearsall has noted in his
book Edwardian Popular Musicit was thought that the musical evening symbdliae
host’s cultural, social and moral sophistications Rearsall goes on to note, the

evening’s entertainment mostly consisted of ballads

Because so many ballads were published amateueslgagad reports in the
newspapers to find out what was good and what wats Many of them
frequented ballad concerts, the most important lutkvwere held at the Queen’s
Hall, and the advertisements in, for example, thalyDTelegraph would list
singers who were performing the most popular ballad the same evening all
over the country. (Pearsall, 1975: 119-120)

What is interesting about the ‘musical evening'that although it was normally a
private affair that took place in people’s homew] ¢he music that was played largely
conformed to their expectations of a late Victoriaallad; i.e. tonal in harmony,
relatively lightly textured, often sentimental imaracter, there was no escaping the
seeds of modernism that were finding their way Btidish contemporary cultural life.

As Pearsall observes:

Even in the world of salon piano music, modernisaswearing its ugly head, and
Roloff's ‘Russian Lullaby’ was attacked for ‘the awreiterated seventh’. Cyril

Scott’'s ‘Barcarolle’ had ‘occasional lapses intsatird [that] gives one the
shudders’, while Reginald Somerville’s ‘Automobiléalse’ was an ill-timed

excursion into the fashionable. There was easya@p-modern music that was
acceptable both at recitals and at musical evenirsggeh as Debussy’'s
‘Arabesques’, but anything more advanced than thgseeful pieces was
unequivocally eschewed. (Pearsall, 1975: 119-120)

It can be observed, therefore, that there was ameus variety of musical activity and
events for Woolf to be involved in and attend, mafywhich existed in tension with

one another. Traditional musical concerts as we lstow them today were readily
available to the general public, but, alongside mbeognizable face of Western Art
music were the embryonic mutterings of modernistsoAn tension was the belief that
music was a powerful tool in aiding and improvingets moral character, and the
opinion that music should be mistrusted on accanfnits power to incite moral

waywardness.
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Interestingly, however, as much as modernism wesping towards the Edwardians
with ever increasing urgency, music, at the turmhef century, could not yet escape an
ideology of respectability and improvement; an idgg that, arguably, we retain to this
day. This meant that music was thought of as affepeople some kind of moral
education and was often encouraged in industrialkkptaces to tempt the working

classes to join the self-improvement bandwagonttSco

Music for the nineteenth-century middle-class hoafigns itself with one the
fundamental “Victorian Values” — that of improventeh was the possession of
an improving or edifying quality that allowed musicbe described, in a favourite
Victorian phrase, as “rational amusement” (Scd@& 65)

‘Victorian Values’, Music and Bildung

In fact, these ‘Victorian values’ can be tracedk&m a similar movement which
flourished a century earlier in Germany. | wanthtav look more closely at the concept
of Bildungin order to examine the extent to which it inforthe development of music
criticism and was still prevalent at the time tNdbolf would have been writing. The
idea of aesthetic education as the route to sgifonement was formally known as
‘Bildung’ in European circles and was concernechwiite objective spiritual progression
of man. With its origins in Aristotle’slicomachean Ethicand the notion of the ‘highest
good’, Bildung came to embrace ethical, moral, @piritual questions concerning
humankind and man’s role in the world. FredericksBegives us an indication of how
we might think about the word Bildung:

The German termBildungis notoriously untranslatable. Depending on thetexn
it can mean education, culture and developmemédans literally “formation,”
implying the development of something potentialchoate, and implicit into
something actual, organised, and explicit. Somedithe various connotations of
the term join together to signify the educationalbgess or product of
acculturation, or the ethical process or producseif-realisation. If we view the
romantic ideal ofBildung from a general philosophical perspective, it wobéd
most accurate to describe it as an ethics of salisation(Beiser, 2003: 28)

In the following section, | will examine whetheretllension evident in a developing
modernist aesthetic versus a rather more conseevaigw about music, can be traced

back to a view about music that holds true to itwatly improving character. In other

words, to what extent might Woolf's views on mubk&ve been trapped by ideological
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constraints that have their intellectual legacyGarman Romanticism? And to what
extent, therefore, does Woolf's criticism contaraces of the ideology of Bildung?
Moreover, and more importantly for this dissertatiby looking at the role of ‘vocation’
in the concept of Bildung, | will show that thisrpaular aspect of Bildung can be
viewed as another attempt by man to ‘master’ hidrenment, and indeed, himself.
Focusing on the term 'vocation' for a moment, thisd implies initially, that one is
inclined to pursue a certain occupation that woldd particularly suitable to one's
character or disposition. We understand a vocat®mrbe something that one feels
inclined to do, to act out or to realise, as a egngnce of recognising that one has
certain beliefs, values or interests. But it is twmplexity of this inclination that
interests me, for, at first glance, we might asstima¢ one i<hoosingthese certain pre-
occupations and that one is ultimately free ane ablcontrol such desire. However,
what is vital to the concept of a vocation is thaé ultimately doesot have the choice
about what it is one feels compelled to investaimg that to accept one's vocation is a
potentially rather difficult and painful process.vAcation is something one is bound to,
spiritually, morally and intellectually, and it isot something one is able to choose.
Again, one is bound to something — a cause, artstlai set of beliefs, an Other —
without even being aware one has consented to awcmmitment. It is a commitment
that transcends anything one is able to articula;cupies a place outwith experience
and it is a commitment that shows little regard fationality. This promise knows
nothing of time or of space, it is immeasurablezanguerable and unflinching. What is
implicit in the word 'vocation' is the idea of andeng, a completion, or a teleology. It
implies the fulfilment of a purpose or it impliesat one considers existence has an
intention. But there is a problem with the ideavotation in Bildung, and it has been
best addressed by the philosopher Maurice Blanahlot, makes a useful connection
between the concept of vocation and Virginia Wodlthen Blanchot writes about
Woolf, he identifies in and through her the neeaittend to the notion of vocation. For
Blanchot, however, (and one suspects for Woolf asong her most self-conscious
moments) the term ‘vocation’ becomes a deeply prohtic, and at times, crippling
accompaniment to the act of writing. Living in teleadow of the perceived urgency of
vocation, the writer is aware of an overarchingassdy to write, but this being aware of,
or knowing that one is at the mercy of vocationha a simply act of recognition.

Rather, vocation becomes a psychic burden:
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Each person has an essential —perhaps uniquekgdle devotes his existence to
refusing or accomplishing, nonetheless strugglimgoat always against it in an
obscure, desperate and living fight. (Blanchot,20M1)

This quote comes from a passage from the essay FHiere of the Demon: The
Vocation’, from Blanchot'sThe Book to Comeand falls under a section entitled
‘Perfidious Calling’. Given that Blanchot devotes such time to exploring the
vocational pull of the nature of writing, one migikgsume that he has faith in the idea
that to write or to be a writer is, in part, a resge to this vocational necessity. However,
paradoxically, Blanchot labels the idea of vocatam ‘perfidious’. On what grounds
though, might Blanchot presume that the nature cohlling or a vocation might be
deceitful? If we assume that Blanchot is questigritre very nature of vocation itself,
then we might understand that he views the idea subject being indebted to a
vocation as unbelievable or inaccurate, and thédyewould be in the very idea of
vocation itself. That is to say, Blanchot mightduggesting that there is ‘no such thing’
as a vocation. On the other hand, though, theanaher way we might understand
Blanchot's oxymoron, and that would be to assunag ltie is not, in fact, questioning
the existence of a vocation, but that he is commermn the nature of vocation itself. If
this is the case, then Blanchot is suggesting #mgt vocation carries inside it an
element of deceitfulness, and that a characterddtithe idea of vocation is that it
represents an element of untruth. Whether or nist twhtruth is a reflection of the
subject who, misguidedly, follows what he belietese his ‘calling’, or whether it is
the calling itself that has deceived him, is uncl&ut certainly Blanchot’'s staging of
the idea of vocation with reference to Woolf makeseem as though he is interpreting

the notion of vocation as being ultimately falsefulfilling and unattainable:

The idea of a calling (of a fidelity) is the mostrperse that can afflict a free artist.
Even and especially apart from any idealistic cotien (in which this idea is
more easily tamed), we feel it close to each wiikera shadow that precedes him
and that he flees, or that he pursues, desert@inagelf, imitating himself or,
worse, imitating the inimitable idea of the Artist of the Man he wants
spectacularly to present. (Blanchot, 2003: 102)

This idealised conception of the individual, asbemced by the notion of Bildung
(where reason and desire are fully united), wasaation on the part of the Romantics
to the events of the French Revolution. Philosagdhicspeaking, they had identified a
tension between the tendencies to think of onesel€ompletely rational, as a purely

cognitive being and had awoken the desire to rasegme's emotions, feelings, desires
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and sensibilities. If one could conduct oneselfyam a fully rational, reasonable level,
why were they witnessing so much suffering andrdesbn? Philosophy's (specifically
Kant’'s) explanation of the world had argued that é&mtirety of one's being could be
explained by a series of cognitive processes inchvithere was little room for
irrationality. Such an idea could not sustain ftselreality, and there arose a conflict
between philosophy and practice, between philosominy experience Indeed, with
philosophical hindsight it seems that many of theellectual and artistic projects of
Romanticism were a reaction to the short-comingsre¥ious philosophical attempts to
explain the world and the nature of reality, anel tbncept of Bildung was no different,
except that it was not so much a criticism of Kantiphilosophy, rather, it was a
development of some of Kant's original theses @thatics and the nature of aesthetic
experience. Beiser suggests how the Romantic cont&pldung could be (and indeed

was by the Romantics) articulated within the dondinesthetics:

To develop all one's human and individual powersform them into a single
whole, was to create a work of art. Hence Schlégetk, and Novalis were fond
of saying that the individual should make his liiéo a novel, a beautiful whole.
There were two analogies sustaining this aesthaticcept of Bildung, two
concepts upholding the connection between the iofesg|f-realisation and beauty.
First, both the self-realised individual and a woflart are organic wholes, where
conflicting forces (reason versus sensibility) wedded into an indissoluble unity.
Second, both the self-realised individual and akwafr art exhibit freedom, the
absence of constraint or outside interference,esimath appear to follow their
own internal laws, their own inner dynamic, indegem of external forces.”
(Beiser, 2003: 28)
The Romantic conception of Bildung stood in coritres the two other possible
alternatives regarding what could be considered'lifghest good' at the end of the
eighteenth century. The first was the hedonisnhefiEnglish utilitarians and the French
philosopheswho regarded pleasure as man's highest goodRdhmeantics rejected this
idea because, according to the philosopher NovHies,pursuit of hedonism creates
philistines — that is, man seeks pleasure in asalireonscious, un-reflective manner;
enjoying art because it is entertainment, engauwiitly religion because it brings him
comfort and so forth. But neither could the Romanfind relief in the alternative to
hedonism — Kant's stoic morality — which they relgar as too morally bounded and
found Kant's tendency to prioritise reason overse®lity intolerable. But one of the
main reasons why art and man become fundameniallgd is because, like a work of
art, man remains incomplete. Or, to put it anotliay, there are parallels between the

development and growth of an art work, and the ldgwaent and growth of a man.
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Thus, man becomdike a work of art. He is treated like a living projekis sensibilities,

his feelings, his desires are cultivated and amsidered as equally important as his
reason, his intellect and his rationality. Man rsfied and made whole, and it was
thought that only once this had been achieved,dcbel become truly enlightened.

Beiser again:

Schiller's most detailed account of how a persenbecome a work of art appears
in his treatise Anmut und Wurde. Here, he puts &dvhis ideal of the “the
beautiful soul” (die schone Seele), the person whasaracter is a work of art
because all his or her actions exhibit grace. Fdillgér, a graceful action is one
that shows no sign of constraint — whether that gfhysical need or a moral
imperative — and that reveals the spontaneity aarthbny of a person's whole
character....In graceful action, then, our desaed feelings are neither repressed
according to reason, nor indulged according to ibéitg, but refined and
ennobled, or, to use a modern term, “sublimatdgigiger, 2003: 96-7)

One of the most lingering tropes of Romantic thdulring the period in which Woolf
was writing, was the reciprocal nature of the retahip between art and morality, and
there was still a sense, certainly in the circle Woolf moved in, that art was able to
speak directly to, and about, the concept of thedgdt followed quite naturally then,
that any consideration of art in Bloomsbury circtesst necessarily entail a similar
consideration of ethics. What this did, of courseas highlight a developing
correspondence between art, politics and subjéctiVihe social reforms that were
taking place at the time allowed such discoursepléy a more prominent role in
everyday life. Whilst, on the surface, this maynselke a valuable or worthwhile
change, for Woolf, it in fact represented just tpposite, and perhaps there is a sense
that some of the original ‘grace’ in Schiller’s &deabout the ‘beautiful soul’ had been
corrupted and restrained by Victorian values. Im kesay entitled ‘Socialism in
Bloomsbury: Virginia Woolf and the Political Aesties of the 1880s’, Ruth Livesey
notes that this shifting political and aesthetimelte only reinforced Woolf's perception
that the Georgian era represented a period thabéed left aesthetically stunted by the

Edwardians:

Morality...can come only from the purely aesthe&alm of the poets, and hence
the unaesthetic Edwardians have left her (Wooljeperation of Georgians
orphaned. (Livesey, 2007: 127)



134

Livesey is referring to Woolf’s frustration at tkentemporary literary scene which she
believed was lacking in both sound morality andtigosensibility. Such a sensibility
could be overtly identified in the writing of Sdeit and his contemporaries, but Woolf
was concerned that this had been lost to an agedofstry and growing political
revolution. Her frustration would prove vital torhd@eveloping critical consciousness.
Woolf’'s way of responding to some of the intelledfumoral and social constraints of
her era was to develop a form of criticism thateesally deflates potential symbolic
excess, especially in her writing about music. theo words, her writing refuses to
comply with the commonly held view, reinforced bycgl customs like the ‘musical
evening’ and concert etiquette, that music has ealiyoimproving character. Instead,
Woolf focuses on the more marginal aspects of mnaligixperience and uses humour to

recount her musical outings.

Humour in Woolf's Musical Writings

I will now show how Woolf responds to the moralgindiscourse of her
contemporaries and also to the lingering ideologies romanticized conception of
music by examining the role of humour in her musigatings. It has already been
noted that Woolf's relationship with opera was gr$the most significant engagement

she had with music and as her diary notes:

In August 1909 Virginia went with Adrian and Sax®ydney-Turner to Bayreuth,
for the opera, and then to Dresden for more opadh @ctures. Finding their
company faintly uncongenial, perhaps because shesl fio match their musical
enthusiasm to the full, she consoled herself byingiletters to Vanessa which
were among her most affectionate. (L1: 404)

The trip to Bayreuth yielded a cluster of lettenstten to Vanessa about the opera,
and she relied on her contemporaries, in particBon Sydney-Turner and Edward
Sackville-West to inform her about the finer detaf musical form and composition,
as she felt inadequate about her own lack of teahmiusical vocabulary. Nonetheless,
and despite the fact that Woolf was in the relatifancy of her critical development,
the notes she makes about the opera remain sothe ofiost pointed and humourous
observations about musical life that she was toandk a letter to Vanessa from

Sunday, 8 August 1909 she writes:
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We heard Parsifal yesterday — a very mysterioustierrad work, unlike any of
the others | thought. There is no love in it; itnmre religious than anything.
People dress in half mourning, and you are hisseg@u try to clap. As the
emotions are all abstract — | mean not between amehwomen — the effect is
very much diffused; and peaceful on the whole. H@yeSaxon and Adrian say
that it was not a good performance, and that |'slkaow anything about it until |
have heard it 4 times. Between the acts, one guwksits in a field, and watches a
man hoeing turnips. The audience is very dowdy,thadook of the house is drab;
one has hardly any room for ones knees, and iefg intense. | think earnest
people only go — Germans for the most part, in saskh symbolical braid...We
have been discussing obscure points in Parsifahallmorning. It seems to me
weak vague stuff, with the usual enormities, boah only read the German with
great difficulty. The time seems to go in preparfog the opera, listening to it,
and discussing it afterwards — but tomorrow | nhegjin to write — you will laugh.
(L1: 404)

Woolf was not just concerned with the actual contérthe opera performances, that is,
the music itself, but she was always looking arobed at the environment, at the kinds
of people she saw, the kinds of things they weraring and the ways they were
behaving, as iéll of these elements constituted her musical expegietn terms of the
actual opera, she calls it many things; ‘mysterio@snotional’, ‘religious’, ‘abstract’
‘peaceful’ ‘weak’, and finally, ‘vague’, and all dhese conclusions she manages to
reach without too much difficulty, though she atlis conjecture that she ‘shan’t know
anything about it until I heard it four times’. (L404)

However, | wish to suggest that it is her desaipdi of the non-musical events and
observations that bring the extract to life. Shdsath her thoughts about the music by
including all of her experiences. The effect tHais thas on the overall style of the
extract is that she diffuses the intensity of thera (which she remarks is itself diffuse )
by counter-balancing a potent emotional encountéh v& humourous interlude
regarding the appearance of the German audience, Nwugh, thathe following
Thursday, 12 August 1909, she writes again to Veaies

We heard Parsifal yesterday; it was much betteedand | felt within a space of
tears. | expect it is the most remarkable of therag; it slides from music to
words almost imperceptibly. However, | have beeggimg at the effect all the
morning, without much success. It is very hard tdenin ones bedroom, without
any books to look at, or my especial rabbit patio ithe next room. | have
balanced my box on my commode, and made a shaky (dds 406)

Woolf admits that opera moved her to tears; an epee had left its mark on her,
but an experience about which she was unable takspe write. She blames her
‘writer's block’ on her immediate environment, e¢tdang that she cannot write without
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her familiar home comforts, but one suspects thetas more than just her lack of an
adequate desk that made turning her experience vintals particularly difficult.

Nothing else is mentioned about the effect thequarhnce had on her, and by the next
week, Woolf displays her humour to the full in thigscription of the German opera

tradition:

| write in haste — this is no device, to excuse dnjlness — but | am scrambling
through my article, which has got into a fix, ahé bpera at 4 cuts the day short.
They don't do the thing as well as we do it, | thiour seats are very near, and
the ugly creatures look still uglier. | can neveiitg get over the florid Teuton
spirit, with its gross symbolism — and its flaxeasses. Imagine a heroine in a
nightgown, with a pigtail on each shoulder, andematyes ogling heaven. Saxon
says nothing; Adrian prods him for an opinion. ldelines on his hip between the
acts, and pulls at a weed. There is a great crand ,we get stared at, not for our
beauty. (L1: 407)

This passage might be amusing for the British redsecause the highly vivid
descriptions of the opera singer seem so absuddwarare forced to imagine a woman
on stage in nothing but a night-dress, a bad wig an over-developed sense of
earnestness. The exaggerated tone of the remarksmekalso suspect that Woolf is
being rather critical about the German productibthe opera, and indeed, she boasts,
‘they don't do the thing as well as we do it..." Irdetingly, though, so much of the
effect of Woolf's humour relies on our ability teeswhat she sees, and, moreover, the
visuality of the performance all but dominates ffessage. She mentions, ‘creatures
look[ing] [...] uglier [...] watery eyes ogling heavén.] and we get stared at [...".
Although it is noted that these recollections tgdace away from Britain and
Woolf's usual London scene, | think they are gstitportant in identifying one of the
techniques Woolf develops to write about musicastlaetic experiences, that of
exaggerated visual humour. In addition to theseydemtries and letters written from
Germany, we also have these extracts from Woddttels to illustrate how important

and frequent her opera outings were at one poine¢iriife:

| saw Saxon last night...a merry humour came oveafisr a ‘fairly satisfactory
— yes, | think I may say, very fairly satisfactoryerformance of the
Gotterdammerung and we sat here, over our galariiinaree thirty. (L1: 329)
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To Lytton Strachey Monday, 18 May 1908:

Could you come to tea with me on Thursday? | haxtesg miserably involved in
opera and the German language that that seemstie lomly free afternoon. (L1:
333)

To Lady Robert Cecil, May 1908:

| am going to another opera on Tuesday, so, uhlessld come early, | am afraid
that afternoon is useless. | am so bewildered ogtras — we go regularly — that |
can’t make sensible arrangements. (L1: 333)

To Violet Dickinson June 1908:

| will come on Wednesday, but | must go back by ghesomething, because we
are going to the opera. (L1: 335)

To Violet Dickinson, early July 1909:

| go to Cambridge on the 10- and both Thursday and Friday are taken up with
opera. (L1: 400)

To Violet Dickinson July 1909:

If you could have me another day next week, it widug easier — as | only come
up from Cambridge on Monday morning, and we aren@do the opera in the
evening. (L1: 400)

In addition to this, the following set of exampldastrate Woolf’'s humour in writing
about experience. Often this comes from her frefjtemdency to place an incident
concerning something to do with music in very clpseximity to an entirely unrelated
matter. They also, again, rely on the creationuspssing conjunctions. She writes to
Vanessa Bell in 1908:

They (Herbert, Helen and Katharine Stephen — visstts) are all solidly devoted,
of course, but | don’t remember Helen much — exoepe, when we asked if she
could play, and she strummed through a Beethoverat8pwith the tramp of a

regiment of dragoons [...] | [...] tried to write Melyorosia. But a violin began 2

doors off, and all the tradesmen called, and tleyecand bashed the floor over
my head. (L1: 342)
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To Violet Dickinson, Thursday 3Viay 1909:

Last time we met was in that sumptuous Jewessess[Bchreiner] room, when
everything was like an illusion. Do you remembeatthurious episode on the
empire sofa, when she played Brahms or Schumams,tand all in her boots?
(L1: 394)

To Lytton Strachey B November 1911:

I've just come back from the [Francis] Cornfordssrh the ¥' Symphony, from a
scene with __ _ , from an interview in a W.C. awthile | wash my teeth, a
painter sings on a board outside my window. (L19)47

One of the most significant ways we see satirea@kwn Woolf is in her descriptions
of the British composer Ethel Smyth. Here, it issgible to see that the success of
Woolf's satire depends upon her construction ofipalar illusory subjectivity The
descriptions are funny because they are a tempbbemation from the conformity of
society. In order for satire to work, there mustebeommon understanding between
writer and audience which the work has to undermin&e understand that Ethel
Smyth is not as ludicrous as Woolf seems to make that she is, but this
understanding only arises from a shared concepfiamormal’ standards of behaviour.
She writes to Ethel Smyth 22 April, 1930 p.158

Today for the first time | have seen nobody, andbogk, a very flickering flame
at the moment, begins to draw. | don’t know if ncuseeds a shelter round it.
Writing is so damnably susceptible to atmosphereis. Tlouse, you understand,
contains two outer rooms, in which | live; it coims a large room where we sit
and eat, play the gramophone, prop our feet upherside of the fire and read
endless books)...Are you writing? How does one wmtesic?...Naturally
therefore | warble on, unnecessarily to Dame E8myth; who won't read all this,
being in a hurricane today, putting in trumpetdlpt®[sic] and a trombone or two
in the bass. She thumps it out on her piano; amdlis roused to life by her dog;
does she ever eat her dinner, or is it always d@ld?158)

And her private remarks about Ethel:

51 W.H. Auden in the essay ‘Satire’ explains: ‘Satire flourishes in a homogeneous society with a common
conception of the moral law, for satirist and audience must agree as to how normal people can be expected
to behave][...]" (Connery B., and Kirk Combe, Theorizing Satire: Essays in Literature Criticism (Basingstoke:
Macmillan, 1995: 204).
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The reason why Ethel Smyth is so repulsive, teBdde is her table manners. She
oozes; she chortles; and she half blew her rag@mose on her table napkin.
Then she poured the cream — oh the blackberries #reine — into her beer; and |
had rather dine with a dog. But you can tell pedpky are murderers; you can
not tell them that they eat like hogs. That is wisd She was however full — after
dinner — of vigorous charm; she walked four milglse sang Brahms; the sheep
looked up and were not fed. And we packed her efibte midnight. (L5: 226-7)

In addition to the humourous images of singing ésmen and an ‘oozing’ and
‘chortling’ Ethel Smyth, another striking featurétbese excerpts is Woolf's seamless
inclusion of musical references into life’'s ordipactivities. It is so refreshing to read
that music is neither more nor less special than ather kind of experience. Not
because this is the categorical truth about musijérience (sometimes it definitely is
more or less exciting/interesting/boring than otivgperiences), but because we are not
being subjected to florid descriptions of the musidacile metaphors that say nothing
at all about the actual experience. We are nohg@ryd be convinced that simply by
virtue of there being music, that something stupessty life-changing is happening to
us, for which we must be grateful. Woolf's abilily write honestly about experience
means that it is honoured in its entirety; it ist mwer-determined or distorted by
description. And it is for this reason thereforgattWoolf's writing allows us to see
more clearly the particularities of individual mom® of experience. Experience need
not signify anything, it need not even be articedtand by not attempting to master an

experience, Woolf remains faithful to an authemécsion of experience.
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Chapter 6
Sovereignty and Autonomy in Aesthetic Experience

Characteristic of modern reflection on aesthetipegience is an unresolved
ambivalence. It manifests itself in the two lingstiadition that have shaped
modern aesthetics from its outset. In one tradite@sthetic experience represents
just one element among the various discourses atksnof experience making
up the undifferentiated realm of reason. In theentlaesthetic experience is
ascribed a potential thakceedshe limits of reason of nonaesthetic discourses.
Already intertwined in Kantian aesthetics, these times of tradition are even
more enmeshed in their most recent confrontatioridorno’sAesthetic Theory
In his central thesis on the “antinomy of aestheéimblance” Adorno claims that
the clarification of this relationship is the rgaloblem confronting aesthetics
today. (Menke, 1998: vii)

Christopher Menke is perhaps the most able andisigated critic to join the group
of explicators ofAesthetic TheorRjand his analysis of Adorno’s text is remarkably
cogent. The way Menke formulates key problems irorAd’s theory is extremely
persuasive and confirms that many of his digressné dialectical lines of enquiry
continue to respond successfully to analytical thayu One of the problems he gives
close attention to inThe Sovereignty of Art: Aesthetic Negativity in vhdo and
Derrida® is set out above and concerns the preservatidheofintimony between two
different interpretations concerning the ways iniclihaesthetic experience derives
significance. The first of these interpretations hehat art belongs to reason by virtue
of its autonomy. Art is differentiated from otheealms’ such as the Good and the True
but it is nevertheless subject to reasonable lavdscanditions that are given to itself
and upon which it founds its own internal traditiand logic. The second of these

interpretations sees art ‘exceed[ing] the limits reson’ and Menke defines this

%2 For further reading see Brunkhorst, H. 1999. Adorno and Critical Theory (Cardiff: University of Wales
Press), Buck-Morss, S. 1978. The Origin of Negative Dialectics: Theodor W. Adorno, Walter Benjamin and the
Frankfurt Institute (Hassocks: Harvester Press), Herbele, R. (ed.). 2006. Feminist Interpretations of Theodor
Adorno (University Park, PA.: Pennsylvania State University Press), Huhn, T. and Zuidervaart, L. (ed.).
1997. The Semblance of Subjectivity: Essays in Adorno’s Aesthetic Theory (Cambridge, Mass.; London: MIT
Press), Jarvis, S. 1998. Adorno: A Critical Introduction (Oxford: Polity Press), Jay, M. 1984. Adorno (London:
Fontana Paperbacks), Roberts, D. 1991. Art and Enlightenment: Aesthetic Theory after Adorno (Lincoln, Neb.;
London: University of Nebraska Press), Zuidervaart, L. 1991. Adorno’s Aesthetic Theory: The Redemption of
Illusion (Cambridge, Mass.; London: The MIT Press).

5 Menke, C. 1998. The Sovereignty of Art: Aesthetic Negativity in Adorno and Derrida (Cambridge, Mass.;
London: The MIT Press)
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through the concept of sovereignty. Art is takeméoin excess and transcendent of the

non-aesthetic. In summary then, Menke states:

Whereas the autonomy model confers relative vglidton aesthetic experience,
the sovereignty model grants it absolute validsipce its enactment disrupts the
successful functioning of non-aesthetic discoursése sovereignty model
considers aesthetic experience a medium for theoldison of the rule of
nonaesthetic reason, the vehicle for an experigntmacted critique of reason.
(Menke, 1998: viii)

Woolf reflects both types of interpretation, andthis chapter | will show how she
preserves the antinomy between the two along thes lthat Adorno and Menke
suggest as being valiffor example, take the following quote from Tues@af)

April, 1920 when Woolf makes the following notehar diary:

To the Bach choir last night; but one of our falerrIs it the weather? I'd made
out on walking, such a perfect day; and wastedcteam of the morning on the
telephone. Then the weather; great bouncing glissetaabout with rain soaking
one; buses crowded, left typewriting paper in the;la long time waiting at the
Club — then Bach unaccompanied isn't easy — thaiglast (after L. had gone
hor&e) | was swept up to the heights by a song. Avlagdalena’s song. (D2:
32)

Woolf's experience of the choir singing Bach isaected as one experience amongst
many she had that day. The sequential statemermtst der attendance at a Bach
concert, her feelings that it was not a succesgfting, and her suspicion that the whole
affair could be explained by the weather, are adispnted one after the other, with
seemingly little to connect the different staterseft what follows, we are given vivid

descriptions of the turbulent meteorological cands, and then suddenly we read her
revelation that ‘Bach unaccompanied isn’t easyrportantly, this statement is an

example of Menke’s aesthetic autonomy because jtiigement is internal to her

understanding of the musical performance. The peggence of her judgement aligns it
specifically to aesthetic autonomy because judgémecessarily infers the architecture

of the constitutive separation of the Good, theiéa and the True. Moreover, this

% The diary notes that ‘among the works performed on 19 April by the London Bach Choir were three
unaccompanied motets.” It also notes that Woolf was probably referring to ‘Bist Du bei mir’ which was
No.25 in the Klavierbiichlein fiir Anna Magdalena Bach most likely to have been composed by G.H. Stolzel
and sung by Ethel McLelland.
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statement refers back to the earlier assertiorthiea¢vening was a ‘failure’ and we now
have a greater understanding of why she judgedhiéetso.

However, reading on Woolf declares that ‘at lastvaks swept up to the heights by a
song.’ This revelation exemplifies Menke’s opposthgory about aesthetic experience
in which he sets out what he terms ‘aesthetic sgety’. Woolf refrains from going
into detail about the precise nature of her aestleperience, and yet her words are
enough to convince us that she really did expeeiesemething transcendent. Her
figurative language invokes Menke’s notion of aesthsovereignty because Woolf's
experience ‘exceed[ed] the limits of reason of mstizetic discourses.’ In other words,
the Bach song has ‘at last’ delivered an experi¢haeexceeds all other experiences of
that day. As if from some divine source, the sammdcends the disappointment and
frustrations of the weather and the disastrous jmusney. The theme of the
unpredictable weather is made to linger in the @gadmagination as Woolf is ‘swept
up’ by a rogue current of wind, perhaps, as shesggpces the full pleasure of the
music. The idea of the experience beingexcessof any other experience, that is,
according to Menke, the experience besogereign is further embedded by the image
of ‘height’ as that which goes above and beyond dhdinary limits of experience.
Further to this is also the sense that as Wodi€iag ‘swept up’ there is the danger that
she becomes unbalanced; she might be knocked offebg swayed a little as the
music/wind lifts her clean off the ground and tamss her to somewhere beyond the
realm of the ordinary, and beyond the realm ofrdasonable.

According to Menke, this second model of aesthekiperience is based on the
‘sovereignty of art’. Distinct from the ‘autonomdusode, the ‘sovereign’ theory of
aesthetic experience suggests that art does napypa place in relation to all other
non-aesthetic experience, but ratlceedsnon-aesthetic experience. In a letter to
Ethel Smyth from 1932, Woolf writes:

We had thunder at night of course, but not vergn&@edous, only enough to spoil
the Promenade [Concert] to which we were listenfddd — there was a crack of
lightning over Caburn, and instantly Mozart wengjzzg too. Modern life is a

very complicated affair — why not some sudden @i@h of the meaning of

everything, one night? — I think it might happeD5( 96)

Yet again, the weather seems to precipitate a cosgrawith the activity of the music.
The lightning seems to visibly charge the night-akyl the performance of the Mozart

too, making it ‘zigzag.” Again, the experience bétmusic is described in terms of a
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loss of form; the lightning surges through the apiwere, and for a split second the
Mozart is electrified and angularised, form beconsbsrp-edged and inconsistent
instead of consistent and integrated. But signitiga this combination of the thunder
and lightning and the performance of the Mozartnsed¢o cause Woolf to think it
possible that the ‘meaning of everything’ might tevealed in a sudden flash of
inspiration that would transcend the ‘very compkch affair’ of ‘modern life.” One
might have thought that the lightning could havBised to illuminate the nature of the
greater depths of meaning that Woolf imagines jpssand yet, the lightning on this
occasion does not ‘light up’ in the revelatory senisightning, this time, only makes
things appear in distorted form in a brash blasexdggerated colour. But again this
particular letter makes it possible to see Menka&gonomous’ and ‘sovereign’ modes
of experience at work. Music is both one experieac®ngst many, and at the same
time, could be said to be considered a ‘sovereignmh of experience which exceeds
ordinary experience.

The problem for modern aestheticians, and foraoisith, has been the attempt to
reconcile these two opposing modes of thoughts, iButact, what is required is not a
reconciliation of the ‘autonomous’ and ‘sovereigmbdes of interpretation, but rather a
preservation of their differences. This gives wayMenke’s interpretation of Adorno’s

theory which claims that what is required is:

An adequate conceptualisation of aesthetic expegiefthatl] must avoid
sacrificing either of these two elements whilst @ieneously finding a
comprehensive resolution of the tension betweemtiiglenke, 1998: viii)

From a diary entry written in 1932, we read:

To sit to Nessa; gay and debonair; to tie up pardelthe Busch Quartet where |
met Elena R. and reflected upon the transiencyuohdn beauty, passion, and
illusion; and so up to lunch. (D4: 77-8)

Woolf’s attendance at the Busch Quartet conceainigly one thing amongst many, and
yet, it is the catalyst for much deeper reflectnthe ‘transienc[e] of human beauty,
passion, and illusion’. But before any fuller exglion of these terms is offered, Woolf
cuts off her thought and announces that she wdrtbdiinch. Typically, as we now

know, Woolf's tendency to resist broader philosaphidevelopment of her aesthetic
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reflections was very common. It has been showrréwipus chapters that this tendency
supported the idea that music in Woolf functionedstistain the irreconcilability of
subjectivity. In this particular instance, it isgsible to interpret her self-interruption as
the presentation of the both sides of the autonsowgreignty interpretation. There is
the intimation that music can provide access toeam beyond that of ordinary
experience, and yet, the precise nature of eittenteans of access or the realm itself is
never fully disclosed.

Menke notes that this is a typically Modernist s&n'The modernity of aesthetic
reflection is defined by this refusal to sacrifieigher side of the antinomy, and indeed,
by the insistence on granting full expression tthbo all their mutual tension.’(Menke,
1998: viii) Woolf’'s musical marginalia work withithis dynamic of mutual tension. But
although this might be a typically Modernist stanigkenke explains that this notion of
mutual tension has continued relevance for conteampaaesthetics. He does this by
first explaining why having to choose between ‘ammous’ and ‘sovereign’ modes of
interpretation is no longer necessary. In factgbes so far as to suggest that anyone
who claims that aesthetic experience oaty be explained either in terms of autonomy
or sovereignty is outdated and no longer relevaimse claims, he suggests, are typical
of what has come to be called avant-garde and pam positions. The survival of
aesthetics, they argue, requires it to choose otteemther of the sides of the antinomy.

The autonomous argument faces resistance from -geadists and postmodernists
because they claim that differentiating aesthetipeeence from non-aesthetic
experiences actually reifies aesthetic experieneeatlse it relies on a nostalgic
conception of a bourgeois ideal of aesthetic autgnoAn ideal, which it claims, ‘has
been definitively overcome by [...] art in its avayarde and post modern forms.’
(Menke, 1998: ix) The second challenge to a nostaigerpretation of the aesthetic
antinomy argues that art cannot be sovereign bec#@sgsconception of aesthetic
experience as something which exceeds and ultijnatélques reason is based on ‘a
nostalgia towards idealistic truth claims, whicleiny irredeemable in nonaesthetic
terms, are projected on aesthetic experience.’ Kgleb998: ix) In this respect, aesthetic
experience as sovereign faces the chargevefburdeningart (Menke, 1998: ix). JM

Bernstein puts it this way:

If art is taken as lying outside truth and readwntif art speaks in its own voice it
does not speak truthfully or rationally; while ih® defends art from within the
confines of the language of truth-only cognitioredpelies the claim that art is
more truthful than truth-only cognition. (Bernstei992: 2)
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Bernstein recognises the problem of attemptingrémumd theoretical considerations
of art from within the discourse of a philosophyigéhhas traditionally concerned itself
with the project of truth; a truth regarding thetura of the world and art, and our
relation to this world. Historically, if art was esidered as something that lies beyond
the boundaries of our cognition, experience ooretiity, or if art has been seen to pose
a challenge to certain epistemologies of truthntlee become subject to a ‘truth’
oriented task of aesthetics and, conversely, we tiae pressure to locate art somewhere
beyond the confines of a philosophical domain.

However, Menke points out that the antimony modt#lh&s relevance so long as:

It can be shown in detail that the apparent coittiath between these two terms
can be resolved without illegitimate compromiséat s, that it is indeed possible
to conceive of the autonomy and the sovereigntgroft one and the same time.
(Menke, 1998: x)

It appears, then, that what is required, if the siges of this antinomy are to be
preserved, is a kind of writing that allows botk #utonomous and sovereign modes
of aesthetic experience to be fully apparent, agtd ryeither must be subordinate to

the other. Woolf's writing about music fulfils thparticular condition.

Aesthetic Negativity

For Menke, a conceptual linking of the autonomaws sovereign discourses can be
identified through the concept of aesthetic neggtiAesthetic negativity, he claims, is
central to Adorno’s understanding of modern art.wieeer, Menke suggests that
Adorno’s aesthetic negativity is badly defined, dhds, needs further clarification in
order to see how it contributes to the autonomysaignty debate. Although Adorno’s
category of negativity in aesthetics is not defipeecisely enough for Menke and lacks

clarity, he does see it as ultimately capable sblkeng the antinomy:

For, when adequately conceived, aesthetic negaivitapable of achieving the
twofold task: by reformulating the internal logit aesthetic experience in its full
scope, it gives force to the potential of aesthetiperience to provide a critique
of reason without reshaping this experience to regginsic ends. The concept of
aesthetic negativity is the key to understandirggttiiofold definition of modern
art in Adorno, of art as both one of several autooos discourses and a
sovereign subversion of the rationality of all digrses. (Menke, 1998: xi).
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Menke argues that the problem left to modern a@isthdy Adorno’s concept of
aesthetic negativity can be best addressed byyatetmatic reconstruction of this
theory’s basic concepts...undertaken and in lightotifer theoretical approaches.’
(Menke, 1998: xi)

According to Menke, Adorno’s aesthetic negativig/ drucial to our ability to
understand works of art as autonomous. Aesthetyatingty states that in order to
understand the internal logic and coherence of e&kwb art, we have to view art in
relation to everything that it isot, thus our negotiation of the aesthetic is medi&tgd
the non-aesthetic. He goes on to suggest that dreréwo main aspects to Adorno’s
negativity. The first example of aesthetic negatidtems from the view that art is a
critique ofall that is not artin social reality (social-critical). And the secbmstance of
aesthetic negativity considers that art is a domthit radically intensifies lived
experience in relation to non-aesthetic experidipceist). Both instances of aesthetic
negativity in some way reject the realm of the maesthetic, but in the case of the
social-critical model, this rejection takes thenfioof critique. This is in opposition to
the purist form in which the rejection of the nosthetic is necessary for the
intensification of experience.

We can see examples of these instances of aestiegativity in two of Woolf's
letters, written in 1901 and 1902. The first extriscan example of the social-critical
aspect of aesthetic negativity in which art is saerm critique of all that is not art. She
writes to Emma Vaughan on the 23 April, 1901:

The only thing in this world is music — music arabks and one or two pictures. |

am going to found a colony where there shall benaorying — unless you happen

to fall in love with a symphony of Beethoven — nanfan element at all, except

what comes through Art — nothing but ideal peaakemmdless meditation. (L1: 40)

Woolf intimates that she wishes to leave behindwioeld as it is, and imagines a
world defined by art. Art allows her to construdttopia liberated from the constraints
of human interaction. Her critique of social realg@ads her to the idealism of absolute
art. But Woolf’s letter also seems to say more ttientheoretical justification for such
a comment. In providing us with an example of aetitmegativity she also gives us an
insight into her distaste for the ‘human element &er dislike of ‘marriage.’ In a later

letter to Vita Sackville-West written in 1925, shates:
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This way of seeing people might be giganticallycassful, and then your cousin
[Eddy] has lent me his piano, and | intend to breakthe human horror with
music. (L3: 214)

Woolf identifies art as a domain into which sheldoescape the unpleasantnesses of
the world. She gives music the power to ‘breakhghuman horror’ as if it were really
possible to achieve such a thing. Menke arguesthigtsocial-critical conception of
aesthetic negativity is misleading because it sstggihat art has the powerdeercome
the social reality from which it seeks to escapehis] misconception distinguishes art
from society as its critical negation; in doing sojmplies the idea of potentially
overcoming aesthetic difference.” (Menke, 1998THis is problematic because another

assumption follows if we were to believe that antild achieve this overcoming:

Art brings to bear potentialities, capabilities aimgights, which, though still
unrealised in society, can in principle remove thelves from the esoteric reality
of the aesthetic and become incorporated into koelations. The equation of
aesthetic and critical negativity occurs within tframework of a potential
identity of that which is distinguished, art anatisty. (Menke, 1998: 4)

In other words, this model of aesthetic negatiistypased upon a separation of art
and society that art could potentially and ultinhatevercome. However, such an
overcoming is dependent on the terms provided bgiabaeality and on art's
reintegration into the reality from which it seeks escape. In other words, art and
aesthetic experience remain trapped by the disesupslonging to the social reality
they attempt to overcome or escape from.

In summary then, the social-critical model of aethnegativity whereby reflection
on aesthetic experience includes a critique of riteeality, is conceptually flawed. It
fails to account for its dependency on the alresstablished ‘potentialities, capabilities
and insights’ of reality, and secondly it does patvide an account of the ways in
which the esoteric aesthetic world could ‘becomeoiporated (back) into social
relations.” (Menke, 1998: 4)

The second example of aesthetic negativity, théspapnception, considers art to
intensify lived experience. We can see intimatiohthis phenomenon in Woolf’s letter

to Emma Vaughan from October 1902:

The Pianola is flourishing, and plays after dinrtér the other side (the
Mackenzies, who only dbandplaying) are vanquished. Really it is a wonderful
machine — beyond a machine in that it lets your eaul flow thro’. (L1: 56)
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In this extract, Woolf thinks of the pianola asiastrument which allows the human
soul to express itself — lived experience is madgenintense by the piano. ‘Normal’
life does not occasion such occurrences, but agstieperience does. The pianola is
‘beyond a machine’, it is given powers greater ttrat of the natural world. Beyond its
material reality, the pianola can discern movemdms the soul and is able to
communicate them. Again, however, according to Mertkis conception of aesthetic
experience is also conceptually flawed because akes the distinction between

aesthetic and non-aesthetic experiences insurmuenta

In contrast, the purist understanding of aestheggativity insists on the
insurmountability of the two. On this view, theensification of lived experience
that art promises retains its purity only throughindifference to social reality.
Whereas the social-critical misconception conceigésesthetic difference in
terms of its potential surmountability, the punsbdel rigidly establishes it as
representing a static unrelatedness of distinatrgsh (Menke, 1998: 4-5)

One of the consequences of this examination oha#stnegativity is the way in which
it acts upon any original aesthetic pleasure. Suinjg art and aesthetic experience to
such involved theoretical intricacies could be daidake away from considering art as
merely something to appreciate or enjoy. Woolf'snagks about music, albeit
conceptually inconsistent, retain the sense thatgslh enormous pleasure from musical
encounters. Her writing does not relinquish pleasiar the sake of an intellectual
posture. Whilst many of the aesthetic prioritiesVébolf’'s contemporaries may have
been changing from a dependence on the conceptanfidf aesthetic pleasure and
disinterestedness to a more Modernist rejectiamesthetic enjoyment, Woolf's musical
marginalia are odd in the respect that she maiethan more conventional attitude to
music’s capacity to arouse pleasure. Menke pointdhmt the social-critical model of
aesthetic negativity in particular comes to dispdeasure because its frame of reference

is always that of critique and, as such pleasurexnes subject to moral judgement:

This demonstrates that in Adorno’s social-critieaiderstanding of aesthetic
negativity aesthetic pleasure can only be undedstoavhether it be rejected or
accepted — at the price of being subsumed undealmadgement: either it is
rejected for obscuring the true task of art — whgko indict present social ills —
or it is accepted as an anticipation of a futumneiliation of those ills. (Menke,
1998: 8)
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Woolf’s writing avoids this problem because shéeseko heavily on theemporality of
aesthetic experience, and thus the category ofpleebecomes subject to the vagaries
of the material world. Importantly, this correspentd Menke’s argument that one of
the ways Adorno avoids the conceptual deficiencikshe social-critical and purist
models is by arguing for the ‘processuality of heit experience against the purist
conception and the importance of aesthetic pleasagainst the social-critical
conception.” (Menke, 1998: 6)

Processuality

The idea of processuality is extremely importaot,jost to this chapter and aesthetic
negativity, but to the notion of the essayistiaigpio Woolf's musical marginalia, and
to this dissertation’s larger concern with the disse of criticism. The theory of
processuality stipulates that aesthetic pleasureisderived from a direct encounter
with the object, rather pleasure comes from théleciive recourse or return’ to the

experience of the object:

Accordingly, aesthetic pleasure should never beught of as a direct or
unmediated response or reaction; instead it alwefgs's to that which occurs in
aesthetically experiencing an object. As such, tleisnection between aesthetic
pleasure and aesthetic experience further constraesthetic experience
essentially as a process. Aesthetic pleasure ansesflection not on what the
individual contents of the experience are, buteathn what happens during the
process of their becoming aesthetic experiencesnkié, 1998: 13)
It seems vital to acknowledge that our own aesthekeasure is never unmediated.
Pleasure arises from the fact of its arising infte of an object. To this end, Woolf is
exemplary in that she remains faithful to the psscef aesthetic pleasure. Furthermore,
as has been shown, essayism is precisely the fommiting that allows this process to
remain visible. The essay allows the essayist wuh@nt ‘what happens during the
process of their becoming aesthetic experiencelehke, 1998:13)

With the theory of processuality, aesthetic negativs freed from the purist
misconception, which deems all aesthetic experiessuperior to reality, because it
makes the condition of aesthetic pleasure dependleran unstableformulation of
aesthetic experience. If we accept that aesthgpereénce is a retrospective activity,
then we deny ourselves the possibility of speakivith any authority about the

sovereign nature of art. If aesthetic experientieg®n the transition from reality to art,
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then art cannot be granted the autonomy to intermifr experience, nor can it be
granted the complete separation from the realitwbith it relies.

Woolf's writing supports the idea that aesthetiperience is unstable and is
constructed from a retrospective position. This hasn shown already in this work
when the idea of the Common Reader was explor#teisecond chapter. However, we
also have the following diary entry from Wednesdaway 1919 which demonstrates

the capturing of aesthetic experience retrospdygtive

They were going to hear Bertie lecture; but | pnefe the songsters of Trafalgar
Square. The steps of the column were built up, midafashion, with elderly
respectable householders grasping sheets of nwisich they rendered, in time
to a conductor on a chair beneath, with great pi@uti It was Life Boat day and
the elderly people were singing sailor's chantied &om Bowling. This seemed
to me a very amusing and instructive spectacle;kmdg famished for music, |
could not get past, but stood and felt thrillednan absurd visionary excitement;
and walked over Hungerford Bridge making up storfB4.: 270)>

In this particular instance, Woolf does not sepa@t from reality, nor does she
grant it autonomy through the intensification of b&perience, rather she binds art and
reality together by noting that the music she hgaoinpted her to invent stories whilst
she walked over the Hungerford Bridge. She alsoana&ference to the way the elderly
people held their sheets of music and the chainwplich the conductor was sitting.
She is referring to the very real things that wakeng place, she is not making recourse
to rarefied artistic spirit. Her aesthetic expeciems also unstable in that it does not just
occur in the temporal reality of the music playibgt rather it continues to exist long
after the music has played by virtue of the stosbese makes up, retrospectively
constructing another experience. By dealing withatvs actually happening, Woolf
avoids subjugating aesthetic pleasure to the canakproblems of the social-critical

and purist conceptions of aesthetic negativity. kéeputs it this way:

The concept of aesthetic negativity gains anottefinohg quality: “negativity”
designates the structural principle of an expeagémgrocess, the reflection of
which produces aesthetic pleasure, and which iBnted toward the aesthetic
spirit of a representation. (Menke, 1998: 16)

5% The diary notes that ‘Lifeboat day was marked by entertainment in Trafalgar Square organized by the
League of Arts and consisting of Morris dancing and folk songs by a choir of 500 voices. “Tom Bowling’ is
a nautical song by Charles Dibdin dating from the late 18 century.’
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Woolf's essayistic spirit seems to tie in very meatith Adorno’s rejection of the
Kantian understanding of aesthetic experience ahbodiment of artistic spirit. This
turn away from the spirit of the art work marks @ndamental shift in the way
contemporary aesthetics has come to conceive tiet&sexperience because it works
on one of the concepts that has come to define Wwewengage with works of art,

namely that of representation. Menke:

To define aesthetic experience as the experientleeo$pirit of an artwork is to
take it to be the comprehension of a representafidnsomething). Such a
comprehension as representation can also be called interpretation or
understanding (Verstehen) of a work of art. Theatiegy of aesthetic experience
is related to this in the following way: aestheatiperience negates the possibility
of the interpretive comprehension of an artworktaes embodiment of its spirit.
This raises the question as to how negative adéstbeperience experiences its
object, if not interpretively as a representatibitospirit. (Menke, 1998: 16-17)

In order to answer this question, Adorno turneddtiention to the artwork’s letters
or literalness, and thus makes a negative reldtotme possibility of interpreting the
work through its spirit. Reflections on represeiotatand interpretation are familiar in
Woolf's work also and appear, for example, in ‘Mipkng's Notebook’ fromBooks
and Portraits: Literary and Biographical Writings which Woolf queries how we
might match up the things in the world to the wongshave at our disposal. According
to Woolf, representation is one of the conditiohseality, for things cannot truly exist
unless they are properly described. She commenésymung writer's desperate search
for the right representation of descriptions that dutifully recorded in the form of a
notebook that contains an endless list of 'maimigi@ats-half-realized trees, streams
that are paralytic in their flow’ (BP: 63) The silapact of word-choosing becomes
immediately problematic for Woolf's writer who bmles that this tree or this stream
cannot have any life, cannot really be there, thtl words that justify the beauty, or
the ugliness of the thing, are found. She dessribe process of matching the word to
the thing, of concept to object, as a task whictobges not only an act of judgement
but also an act of discernment, of decision, anedvaiuation. One cannot describe, for
example, the winter sun in any old way, one is celfed to almost re-realise the
experience of that sun in words. It is as if thesseey experience of that sun must be
reconstituted by the very words that write it dowtowever, Woolf comments that this
is, in fact, the incorrect way to proceed in wigtiliterature, and that, much as the act of

describing the object gives us some indicatiorhefrniature of the thing, it cannot lead
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us to the truth or the spirit of the object or llwedscape etc. She implies that descriptive
precision is methodologically naive and is akiratpractice that relies on the entries in
one's notebook. Her critique of Kipling's work iased on the suggestion that his
writing adopts this very practice. She accusesikgpbf being unreadable precisely

because his endless note taking prohibits the psockreading:

All notebook literature produces the same effedatifue and obstacle, as if there
dropped across the path of the mind some blocKiefh anatter which must be
removed or assimilated before one can go on wittrile process of reading. The
more vivid the note the greater the obstructio®:(84)

Woolf argues for the kind of sentence that doeswbek of note-taking. In other
words, the sentence must contain within it tradef® process of note-taking, but must
not itself be in the form of the note. Her pointugofold; first, she suggests that note-
taking which is subsequently turned into a fornlitfrature is deeply unsatisfying for
the reader, and merely results in the impossibditya continuous or unified text. She
calls into being a type of writing that may or ntayt have engaged in plenteous note-
taking 'behind the scenes’, as it were, in whighwlork of thinking has taken place
already, so that the sentence which is finally poedl carries within it all the
perturbations of thought.

Woolf's musical marginalia contain the kind of semtes that she identifies as those
which could offer a solution to the problems ofregentation. The notes on music are
not finished prose, but they manage to draw su@tige and pointed observations
about musical experience that one cannot denyahadrtain amount of crafting had
taken place beforehand. This is not to say thatel@ment of pre-thought contradicts or
impedes the immediacy of Woolf's remarks about mulut rather, we get the sense
that she is always very self-conscious about thenfthat these observations take.
Woolf’s note-taking responds to the reality of asical experience as it happens, and in
doing so she is faithful to the unstable and flegmature of aesthetic experience. Her
notes do not try to represent the spirit of muswaiks, rather she responds to the the
literal facts of the entire experience. This kirfcessayistic writing omits nothing about
the musical encounter, the essayist does not cbangaspect of experience, rather this
kind of writing preserves the experience by repnésg it in its aesthetic entirety. In
other words, essayism does not interpret the espesi and consign it to symbolic
representation, rather it reads the experiencealitext, and, by reading it aesthetically,

it is able to recreate qualities of that experiemnoeriting.
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Take, for example, the following letter Woolf wistéo Roger Fry in 1923 about one
of her many outings to the opera, which has beentioreed before but which can be

examined from another angle:

Two nights ago | went to the Opera with Saxon [Sydmurner]; both in
attenuated evening dress, for he takes stalls.€Tivas Sir Claude Philip$ Mrs
Norman Grosvenor; Mrs Strep; and so on and so oa.hAd a divine Bach,
Phoebus and Pan; towards the end of which, wittighés still low, that old goat
Sir Claude, only kept by the tightness of his whveistcoat from gushing entrails
all over the carpet, took it into his head to leaVke whole audience saw him
move down the gangway. Suddenly he disappearedeTias a sound of coal
sacks, bounding and rebounding. Then dead sileHeehad fallen down a
complete set of stairs; butn®t hurt. (D3: 40)

Here, Woolf mentions the music in passing, usinly afivine’ to describe it, but it is
the description of Sir Claude Philips’ unfortunaet that is captivating. Her vivid,
grotesque picture of ‘gushing entrails’, and theorsh punchy account of his
disappearance, followed by ‘then dead silence’ lead story drama and humour that
one can only imagine she had experienced at théshafrthe ‘divine Bach.” Her writing,
therefore, appears to remain faithful to the ‘pestelity’ of aesthetic experience. As a
consequence, and in part as a solution to thea@nginof autonomy and sovereignty,
Woolf avoids subsuming aesthetic experience teeeitiotion because she fails to fully
separate art from reality, and thus music cannosdsn to truly intensify experience.
Furthermore, she cannot separate it from the yealitwhich music occurs, thus it
cannot be seen to be sovereign.

Whilst it can be seen that Woolf preserves theerdit character of the musical
experience, and that this in turn is one way ofiding the problem of autonomy and
sovereignty, there is a further caveat worth adiingsaround the precise distinction
between the spirit, the letter and the work of Adcording to Menke, Adorno realises
that the project of aesthetic literalness leavealfitvulnerable to a misinterpretation if
we take it that literalness is perceived in direpposition to the work’s spirit. The
charge that can be wagered against literalnesseiobpositivism if we take it that the
aesthetic object is ‘indistinguishable from...itefdl comprehension.” (Menke, 1998:
18) In other words, if we assume that the work ofimonly what it is, devoid of any
spirit and any representation then we deny the woekpossibility of being interpreted
aesthetically, because all the work would conditutould be the presentation of

% Diary notes that Sir Claude Philips was an art critic.
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objective facts. So, in fact, it becomes clear tioaabstractly separate the art work’s
letters and spirit would be to fundamentally obecthe task of aesthetics. Menke notes
that the danger of ending up with a positivist anguat led Adorno to reject the notion
of aesthetic literalness altogether unless it cancbnfigured in such a way that

preserves the inter-relationship between lettersgiit. Menke:

The attempt to save aesthetic literalness by mehtise abstract negation of the
aesthetic spirit is itself premised on a false wsi@dading of their relationship:
spirit and letter can abstractly negate each otimdy if they are taken to be
unrelated to one another. In this way however, fustulate of literal
comprehension suffers from the same prejudice ssojponent, traditional
hermeneutics, which seeks to comprehend in isoldtie spirit embodied in the
letter through acts of symbolic interpretation. féhes a correspondence between
the cult of the surface of the aesthetic letter tnad of the depths of the aesthetic
spirit. Both of them divide that which, as the &esit, can only be conceived of
in its interconnectedness. (Menke, 1998: 19)

The point about Virginia Woolf’'s musical marginalgthat, by virtue of the fact that
Woolf is a writer, and by virtue of the fact thatrhmusical writing embodies what we
have termed the essayistic spirit, she represéetpoint at which the aesthetic spirit
and the art work’s literalness come together. Hesioal marginalia are an example of
the interconnectedness of the characteristicseoaéisthetic object and the expression of
the ideas they represent.

The claim that Woolf's writing could embody a typ&criticism that preserves both
the spirit and the literalness of the art work barsupported if we examine how Menke
treats Kant's concept of the aesthetic spirit. t@nts that Kant’'s definition has two
aspects. In the first instance, spirit is used enms of the ‘genius’ of aesthetic
production, and in the second instance, spiriseduto define the precise contents of the

aesthetic object. The two aspects are relatedgthou

In this way, aesthetic spirit — understood as thiéty of the genius to “create, as
it were, another nature” — is not the productivevgoof the imagination set free
and on its own, but only that imagination able épresent or express its ideas.
(Menke, 1998: 19)

Kant states in th€ritique of Judgement

The second talent is properly the one we call tsptar in order to express what is
ineffable in the mental state accompanying a aergpresentation and to make it
universally communicable...we need an ability to &ppnd the imagination’s
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rapidly passing play and to unite it in a concéjat tan be communicated without
the constraint of rules. (Kant, 2007: 120)

Woolf’'s writing about music responds profoundly the idea of making the
‘ineffable...universally communicable’ in such a wthat allows the co-existence of
both the work’s spirit and its literalness. Taker Example, the following letter she

writes to Violet Dickinson in 1906:

| have been having a debauch of music and heaertgio notes to which | could
be wed — pure simple notes — smooth from all pasaia frailty, and flawless as
gems. | read then, and feel beauty swell like fipit within my palm: | hear
music woven from the azure skeins of air; and gaamo deep pools skimmed
with the Italian veil | see youth and melancholylkirag hand in hand. (L1: 263)

Her description of the musical notes as ‘flawlesggams’ is a vividly imaginative
way of describing the sound, and by transformingreffable quality of the music by
virtue of the image of a gemstone, she makes theffable quality universally
communicable. Her expression responds to the nmigatemature of the particular
characteristics of a musical sound. It seems phighat anybody, whether or not they
are an expert in musical matters, could relatentd @ould recognise the idea of the
music sounding as smooth and flawless as a gemstanether words, Woolf's
representation of the musical gesture takes notivayy from- and in fact perhaps adds
to- the work’s spirit.

According to Menke, then, the goal for aesthetsc®ipreserve the antinomies latent
in the aesthetic autonomy/sovereignty debate. Whateeded, therefore, is a form of
criticism that transforms the way we think aboutl articulate aesthetic experience.
Such a model of criticism regards aesthetic expedgeas neither autonomous nor
sovereign, but rather, it is a form of criticismaths resistant to the sovereignty of
synthesisAnd what | mean by this is that we need a forrwifing about aesthetic and
cultural experiences that remains faithful to tbhe-signifying element of experience; to
the part of our experience that means nothing, t#st no value and that is not
remarkable. This is important, and conceptuallydaly because it reinterprets Adorno’s
claims about the synthesis of the art work andotimatactical nature of a response to an

art work:

In themselves, artworks ineluctably pursue natunevdating reason by virtue of
their element of unity, which organises the whdeat through the disavowal of
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real domination this principle returns transformedyncated, in a shadowy
fashion, to put it metaphorically, which is perhape only way to describe it.
Reason in artworks is reason in gesture: they sgirh like reason, but not with
concepts, propositions, and syllogisms — whereetfi@sns occur in art they do so
only as subordinated means — rather they do sodyyof what transpires in the
artworks. Their synthetic function is immanenisithe unity of their self, without
immediate relation to anything external given diedained in some way or other;
it is directed to the dispersed, the aconceptussigfragmentary material with
which in their interior space artworks are occup{@d: 387)

As has been shown thus far, and as | intend to siowe fully in the following
conclusion, Woolf’'s writing about music satisfiesich of the criteria for this model of
criticism. This can be seen in a number of waysstlyi her recourse to nhon-masterful
criticism; both in the way that she does not ovetednine experiences, and in the way
that she ‘fictionalises’ past events as seen thrahe figure of the Common Reader,
allows the non-signifying particularity of exper@nto remain intact. In addition to this,
we have seen how the discourse of essayism, byimgmdaithful to the ‘process’ of
experience, and by refusing to conform to the etgimns of academic rhetoric and
logical argument, gives us an account of music teaauthentic, as opposed to a
synthesized rendering of the art-work and the ewgseixperience. It was also shown
that Woolf responded to another, potentially sysittiag discourse surrounding the
legacy of Romantic ideals about music, by deflasgmbolic excess through the use of
humour. And finally, | have tried to show in thiapter that Woolf's writing sustains
and preserves the antinomy of aesthetic autonomysavereignty, but also clarifies the
relationship between the two by making the ineHakiniversally communicable

without fundamentally destroying the unique andpressive elements of experience.
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Conclusion

The intention of this doctoral dissertation has rbde instigate a series of
salvagings of Virginia Woolf's writings on musicaviT.W. Adorno’s theory of the
aesthetic. In the course of this study, certairblemms associated with the writing of
music criticism have also been identified and aslsld.

Criticism can appear to be a hybrid or unconséi@idiscursive practice, surviving
at the interstices of an enormous range of styheb iatellectual traditions, such as
journalism, the novel, philosophy, academic writangd the memoir. | argued that it is
possible to show that criticism enjoys a commowginriwith these other practices by
virtue of a specifically Romantic and post-Hegelgt of questions and priorities which
are concerned with the truthful understanding of thorld, experience and the
development of human consciousness.

In addition to the difficulties imposed on it thigiuthe philosophy of judgement
(reflective judgements are produced freely, withowes), music criticism must also
contend with the perceived lack of clear semantiotent in music. Music criticism
tends to traffic musical impressions without unaguious reference to textual materials.
This throws the linguistic strategy of music ciigim into peculiar relief.

It is therefore sometimes difficult to determines threcise object of criticism;
whether it is the score, the work, the performatioe concert environment, members of
the audience, or the content of the critic’'s owrmagmation. In practice however,
criticism does not need to decide between thesectshj

For Woolf, criticism, as a form of writing, mustsal begood writing. Woolf's
musical marginalia have been shown to be philosablyi robust and demonstrate an
experiential depth and fidelity. And these chamasties provide content for the
adjective ‘good.” Moreover, via the technique ofgiaxis, they are stylistically rich.
Woolf's musical marginalia can be considered exemplary dfeav Paradigm in music
writing.

To re-iterate, then, it was found that one of thlestpressing problems concerning
the writing of music criticism appears to be theeshnumber of disparate schools of
thought that could consider themselves to engaginghat might be termed 'music
criticism'. In other words, there exists no abssldefinition of the term ‘music

criticism’, and to that end, the second chaptehisf dissertation attempted to explore a
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general taxonomy of music criticism. By lookingtia¢ development of the discourse of
musical criticism diachronically, and by re-readBignon Jarvis’s article ‘An Undeleter
for Criticism’, | then argued, as Jarvis does, thhat was needed was a renewal of the
field of music criticism. This need arises from fast the lack of a stable meaning of
music criticism (the acquisition of which would rretveal anything other than a starting
point for reflection), but from the desire to unstand and realize the persistent
conceptual antinomies that have come to charaeténis discourse of criticism. Using
the example of Subotnik’s appeal to a musicalaaltwriting that avoided, or was at
least aware of, the lure towards technical or ditaly ‘mastery’, | tried to show that
Virginia Woolf's writing about music could be said be non-masterful. Only by
relinquishing the need to possess and to mastetoandke meanwill it be possible to
release the political potential of aesthetic reftet This idea has been supported with
evidence from Woolf's essays and musical marginaliavhich it was shown that
aesthetic experience was constituted negativedy, ith without systematic analysis or
interpretation.

The fourth chapter of this dissertation outlineansoof the main theoretical and
philosophical issues that arise when we considerfdhm of the essay. | concentrated
on the philosophy of the essay as outlined moshdtiaally by Adorno who examined
various aspects of the essay including style, stibijlee epistemological concerns of the
essay and also, lastly, the literary aspect of dhsay. It was shown that precise
definitions of the essay are seldom found in mucthe literature on the essay, and in a
sense this inability to be defined is perhaps tleeest thing the essay gets to formal
definition. This indeterminate aspect of the essag considered important for a model
of criticism that seeks to remain faithful to thoseleterminate, fugitive aspects of
experience. Adorno’s essay formed a backdrop sodhapter primarily because from it,
it is possible to discern a distinct intellectuavdlopment that articulates a relation
between the form of the essay and the practicaitfue. It was shown that Adorno
(and Lukacs) explores the essay’s potential to s}isd the ultimate tool of a critical
consciousness. But, as Claire de Obaldia notese tiseone distinct difference that
separates Adorno and Lukacs’s essays on the elsahystperhaps indicative of the
intellectual shift from nineteenth century Germaledlism to the more fragmented,

political concerns of twentieth century critique:

The shift from man’s (the human soul’s) ‘strugglevard the absolute’ to ‘man’s
relationship to the world in its historical realjtgnd thus ‘the definition of forms
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dictated by an awareness of historical and socicébdies between art, history
and society rather then purely subjective idealissill occur a few years later in
his (Lukécs’s)Theory of the Noveln contradistinction, the awareness of these
ties determines every aspect of Adorno’s essayhenessay: the essentially
critical quality of the genre is inseparable framdounter-ideological motivation,
that is, from its challenge of the status quo ahthe doxa as examined in the
context of Montaigne. (de Obaldia, 1995: 99)

The counter-ideological potential of the essay fdroonsider to be one of the most
important ideas for the purposes of this dissematand | tried to show that Virginia
Woolf's essays successfully negotiate the relaigndetween the aesthetic and the
cognitive that is at the heart of the essay’saaitpotential.

Chapter Five discussed the social historical caraé¥Voolf's life in Bloomsbury,
and showed how her exposure to the dialogic natiitee Bloomsbury Group’s artistic
and intellectual discussions supported the notidoih@ essayistic spirit. | then explored
a more general social history of musical life init&n at the turn of the twentieth
century so as to gain insight into the entiretyofage defined somewhat by the tension
between tradition and progress. This included erargithe concept oBildung to
show that, in an Edwardian society, there was #i#l belief that music had some
general capacity to ‘improve’ a person’s charactdrthe end of the fifth chapter |
argued that the use of humour in Virginia Woolf'sitimgs about music was an
effective way of countering the potentially overbeg way of articulating a musical
encounter. Moreover, it was shown that Woolf's hunoois appraisals of the musical
customs and people she encountered allowed heentygcritique the social and
cultural ideologies surrounding musical consump#ad performance.

In Chapter Six, | explored a more theoretical regdif the way in which Woolf’s
work contributes to this discussion on criticisndahis was done by looking at the
problem of aesthetic autonomy and sovereignty eemeaesthetic theory. It was shown
that Woolf’s writing remained faithful to the expemce of music because it preserved
the antinomy of aesthetic autonomy and sovereigntiyjout destroying any aspect of
the original experience. This chapter also argoedhe importance of ‘processuality’ in
the articulation of aesthetic experience; an ided tan also be directly linked to the
discourse on essayism.

In this concluding chapter | will now continue teebretically develop the notion of a
mode of critical writing that bears witness to fiveblem ofsynthesisas outlined by
Adorno in Aesthetic TheoryAs | have shown in this dissertation, Adorno’snsel

work continues to be one of the most important steixt recent philosophical and
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aesthetic scholarship, and his reflection uponagharent wane in interest in the study
of aesthetics proves particularly useful in assgssine problems of criticism. In the

‘Draft Introduction’, Adorno comments on a numbéicomplexities that arise from the

consideration of the relationship between philogopimd aesthetics. According to

Adorno, as we have seen, one of the problems thatacterises the philosophy/art
debate stems from the conceptualising tendenciephdbsophy and the resulting

difficulty with which we may speak of an aesthettbat is free from the subsuming

inclinations of philosophy:

After the demise of idealistic systems, the diffigwf an aesthetics that would be
more than a desperately reanimated branch of mimlosis that of bringing the

artist's closeness to the phenomena into conjumatith a conceptual capacity
free of any subordinating concept, free of all decrjudgement; committed to the
medium of concepts, such an aesthetics would gorilteg mere phenomenology
of artworks. (AT: 422)

To put it more clearly, Adorno argues that onehaf dlifficulties of dealing with the
discourse of aesthetics and criticism is that @&vitably adopts the vocabulary of
philosophy, and thus, becomes indebted to a conaklsinguage that seeks to subsume
artworks under generalising concepts. He arguasahe of the problems facing the
discipline of aesthetics is that its interpretatarits object of study is conditioned by
theories that define that object, thus, aesthebesomes caught up in certain

philosophical theories of knowledge:

There is a double reason for this pluralism of lzetst theories, which are often
even left unfinished: It resides on the one handhim fundamental difficulty,
indeed impossibility, of gaining access to art byams of a system of
philosophical categories, and on the other, inftw that aesthetic statements
have traditionally presupposed theories of knowdedthe problematic of theories
of knowledge returns directly in aesthetics, beeausw aesthetics interprets its
objects depends on the concept of the object heglthé theory of knowledge.
(AT: 422)

The philosophy of the eighteenth and early nindteeentury sought to conceptualise
art in ‘universals’. The philosophy of Kant and teégould officially speak of
aesthetics, without really ever talking about décause they believed that general
concepts could speak on art’s behalf:
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Hegel and Kant were the last who, to put it blunthere able to write major
aesthetics without understanding anything aboutTdrat was possible so long as
art itself was oriented to encompassing norms thate not questioned in
individual works and were liquefied only in the & immanent problematic.
(AT: 424)
Adorno argues that it was possible for philosoploy conceptualise art because
philosophy and art had not yet been ‘torn apatieyrexisted within the realm of spirit,
they could refer to one another because they weeeohe another, philosophy could

talk ‘substantially’ about art, without ‘surrendagiitself to the works’ (AT: 424)

The conceptualising tendency of philosophical ag&th remains problematic for the
domain of criticism. By subordinating aesthetic es@nce to the domain of universal
concepts, criticism then too faces the charge a@igbburdened by the pursuit of the
objective ‘truth’ of the art work or experience.rFAdorno, and for aesthetics, one
solution appears if we resist the temptation tk tabout works of art in their
universality, and instead concentrate on the sipéyifof individual works. The
historical universal determinations of art wererdfiere incompatible with its non-

identity. That way out for Adorno, was of coursmlelctics:

Aesthetic dialectics is not to presuppose a metsiphyf spirit, which in Hegel as
in Fichte was to guarantee that the individualhwithich induction begins, and
the universal, which provides the basis for deductare one. (AT: 436)

Non-identity requires us to think that reality istekminately negated by the spirit of
the artwork. This spirit represents the oppositewfempirical experiences. If it is the
spirit of artworks that represents the negationoof social reality, the determinate
negation of empirical life, our material existentteen it must also be that the work is to
be considered dialectically, because whilst thekwadrart embodies spirit, it in no way
possesses or presents spirit absolutely, the wepkesents a “crystalisation” of the
process between spirit and its other. Adorno clahms for Hegel, the truth of spirit was
the objectivity of the artwork, that is to say, thkility of the work of art to embody
aspects of its otherness, and its otherness isetigrical world around it. In this
instance, Hegel's emphasis on spirit means thag §pirit that has gone over to its own
otherness and become identical with itself. For éfiegpirit is one with totality, also
with the totality in art.” (AT: 437) This suggedtsen that for spirit to achieve identity

with itself, it must pass over to its own othernessnust recognise and confront its
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negation, and in this case the negation of sgirficcessed through the objectivity of the
artwork. However, spirit is recognised as beingyame aspect of the artwork, as we
have noted earlier, and the problem for criticiseepkens when we look at how to
represent an experience or an object without helievhat concepts can reveal

everything about that experience or object, ‘Thetent (Gehalt) of art does not reduce
without remainder into the idea, rather, this cohtis the extrapolation of what is

irreducible.’” (AT: 170)

The question of meaning and of the truth conteramohesthetic experience or a work
of art is bound up also with the idea of an absolut an ideal. The question that is
asked of a work- 'what does it mean?' also askstigms about notions of truth content
and absolutes. The telos of this question comrhésatork to the discourse of idealism
and imposes on it specific and well-rehearsed quuedities. That the question is even
possible seems to suggest that the artwork is tapélan answer, thus, such questions
of meaning and truth content guide the work towaeisain conclusions. The fact that
experience has a kind of coherence in itself, tbagxperience is without a coherence of
sorts, implies that the truth content or meaning ba revealed by interrogating this
coherence. And even if experience appears incomplad ill-drawn, criticism remains
a slave to the idea of completeness. Only in i tack of regard for, and in ignorance
of, this teleological burden, can criticism be auntfic.

The way of escaping this teleological burden fdiomo, involves bringing to the
fore ideas of parataxis and non-identity; and heeesee the link between Adorno’s
work in Aesthetic Theory Woolf's critical writing and the domain of critgm.
Parataxis and non-identity connect most profoumdtiz the practice of writing. Critical
writing, as a form of paraliterature, is also Heithe problems of literary determination
and thus criticism must reflect its relationshighe work of art's logicality and mimetic
power. It becomes apparent then, that what is redus a form of criticism that is
strongly invested in (and aware of the limits of)tleoretical and philosophical
vocabulary but which is also a form of art in ifsdlhis would allow criticism to be a
form of writing which bears witness to experieniethe practice of thought and to the
act of creating.

But what else can we say about this kind of ¢sitit? And why in particular have
| argued that Virginia Woolf's work serves as ammyple of the kind of criticism that
fulfils these criteria? One answer to these quest@mes by examining the work done

by Maurice Blanchot (mentioned earlier in this digation) inThe Space of Literature
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from 1955’. The reason | have chosen Blanchot is that hi& waur is strongly invested
in the discourse of Hegelian philosophy. This inment is crucial because Blanchot
devotes much attention The Space of Literatur® the relationship between death and
writing, and constitutes death and writing as a w@mt on Hegelian negativity. In the
fourth chapter there are no less than six sectiewsted to a philosophical account of
death; 'The Work and Death's Space', 'Death astiibg's 'Rilke and Death's Demand:
1. The Search for a Proper Death 2. Death's SpaBe&h's Transmutation'. It may
strike the reader that a continued reference tactimeept of death is unnecessarily or
provocatively pathological, but in fact this crélcdiscussion of death represents the
crucial link between Blanchot and the traditionG¥#rman philosophy to which he is so
intimately bound. In its wider aspect, Blanchotsaeption of death can be taken as
pure negativity in an Adornoian sense, and as #gativity which impels his dialectic
forwards through history, through art and througimhanity. Blanchot sees death not
just as the annihilation of being, or the end as&nce, but as a creative and, indeed,
life-giving force that penetrates through and cdbotes to existence. Non-being,
absence, or that which is simply 'not' is not apgnspace or a nothingness, but is an
otherness or an 'outside' of what is already thBl@nchot's concern with non-being
allows him to discover a movement, or an innerdpgiithin the concept of death that
transforms the potential bleakness of non-being something powerful. Let it be said
too though, that Blanchot's treatment of the conoépeath, in the philosophical sense,
is also a critique of the practice of writing, aad, such, can be described as an example
of a theoretically invested 'style' of criticism.

Blanchot frequently refers to the ‘abyss of nomein order to locate within that
abyss a force that connects it to the domain ofidieio existence and to the act of
writing. This connection is also a continuity betm that which is and that which is not.
Negativity, in this philosophical sense, is nobttaken as scepticism or pessimism but
rather as an integrated and integral element of uhiy and completeness that
constitutes much of Hegel's idealism and the idethe® whole. Blanchot's account of
death and subjectivity is played out and develapeough the literary figures of Rilke
and Kafka amongst others, and he frequently usissious fragments of their work to
examinetheir contemplation of death and the act of writing.riglaot often uses these

writers’ personal letters and diaries rather thairtliterary texts, one suspects, perhaps,

57 Blanchot, M. The Space of Literature, trans. by Ann Smock, (Lincoln; London: University of Nebraska
Press, 1982).
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because he sees these forms as revealing sométhingould otherwise be concealed
in a more academic or public text.

It can be seen, therefore, that Blanchot's expdicaif death is both a comment on
subjectivity, and a theorisation of the processvofing (in which one must truly 'lose'
himself, before he can begin to write). He desaidestate in which one dies completely
as oneself, that is, entirely individually. Valgegiven to the man who dies undivided
from himself, to he who is thought to be at theteemof his being. (Nietzsche too
believes that a man who dies singularly and as diimis more faithful to an idea of
death we may have.) This state is contrasted \w#¢hess esteemed (the more horrific)
state of dying as a result of disease or some ailside influence. The man who dies
because he is, in a sense, taken by death, safféyable blow- in beintakenby death,
in having his individuality or his uniqueness undared by a consumptive death, he
not only suffers the indignity of having to relirigh an image of himself that is unified
and complete, but he must also endure the tornfetiitecanonymous death. Unable to
choosehis death, the condemned man must be satisfield tvé kind of death that
renounces him, that recognises neither his indalithy nor his uniqueness and is the
kind of death thaanyonecould suffer, ‘Contempt for anonymous death, for tThey
die' is the disguised anguish to which the anonyncharacter of death gives rise.’
(Blanchot, 1982: 122

Commenting on Rilke's writing in thBook of Hours Blanchot questions Rilke's
commitment to enduring the horror of an anonymaygrbearing or unchosen death
when Rilke appears to give up this existential burédnd replaces it with a sense of
hopefulness that would see him eventually achiednchosen, well-timed ‘amicable’
death. Blanchot argues that Rilke's turning awasnfthe intense fear of the anonymous
or undignified death marks the precise point atclwhine also turns away from the
preferred death; by refusing to sustain onesethépotential of the death that divides,
one also renounces the hope of ever evolving tlirdbgs pain, of ever reaching that
point of affirmation which comes from the bearinigtieat which is in excess of us. In
other words, Blanchot believes that the only walkdRcould free himself of the burden
of the unchosen death would be to somehow thinksasthin himself through this state,
until all the eventual possibilities of this stétemselves became the site of familiarity
and 'amicability’ that Rilke had hoped to achieyssinply hoping.

The connection between Blanchot’'s text and Wooll ariticism hinges on the
idea of sustaining oneself in a moment of ‘non-geiy sustaining oneself in and

thinking through aspects of experience that do memessarily immediately mean or
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make sense, it becomes possible to allow those miksnte be what they are. To be
more specific; if there are aspects of a musicalfon that matter, any aesthetic
experience that do not make sense, that do not,rntteamone must relinquish the desire
to find sense or meaning.

Blanchot’s ‘space’ of literature is configured ippmsition to the meaning centred,
apodictic criticism which follows the Hegelian ralef the concept i.e. that the concept
resolves itself in synthesis. This is because Biahgresents us with what we might
refer to aliterary idea of criticism. This kind of criticism disrupésconceptual concern
with meaning and synthesis. Blanchot's ‘space tefditure’ is closed to interpretation,
because, as he suggests, the essential powergofalge is its absence of meaning and
its ability to distance or negate itself from thetual reality of objects. Blanchot's work,
therefore, could be viewed as a fundamental cetiglusynthesis that essentially differs
from Adorno’s 'negative dialectics'. Instead of e#ning entirely invested in the
concept, this kind of criticism renegotiates theapt by exposing it as meaningless, or
at least, partially destructive in its very nature.

Perhaps one of the greatest responsibilities mmtichas, therefore, is to continue
to resist the sovereignty of synthesis. Conscicgsaaesponsibility in turn is to lself
conscious of a dominating impulse which seizes lblthe work,makesit mean, and
gestures towards reason. Our debt tol#mguageof conceptual thinking, therefore,
must be realised. To speak of art or to think afisrto wield a power bound by a
vocabulary that takes for granted the work of mstand it is to assume that we have
mastered, or are, indeed, capable of masteringhégstiation with the past. We attempt
to contend with the cinders of philosophical digses; remains of ideas filter their way
through history, they become ahistorical, concepts adopted and vulgarised. The
passing of time renders them transient, mutableuaufiled. But what is at stake here is
that certain ideas seem to continue to offer théraseup for re-examination. In other
words, the persistence of certain historical plojgscal and conceptual dialogues find
their afterlife in contemporary thought; ideas tpiring to notions of subjectivity,
aesthetic experience, interpretation and criticiSthe desire to make sense of, to
interpret or to analyse, a piece of music, a texist, therefore, be recognised as a
positioning of oneself; it is, in a sense, to comoneself to the responsibility of a
guestioning that can only be set in motion once dbrditioning discourses of the
guestion have been destabilised. Certainly, thaerdigpf Hegelian synthesis weaves
itself amorphously in amongst our consciousness,tlat is not to say that we are

without options. As the editors éfesthetic Theorguggest:
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Paratactical form[s] are the expression of theualé of thought to objectivity.
Philosophical parataxis seeks to fulfil the promigeHegel's program of a pure
contemplation by not distorting things through thelence of preforming them
subjectively, but rather by bringing their mutends®ir non-identity, to speech.
(AT: 463)

The musical marginalia of Virginia Woolf could bensidered as paratactical forms;
her essays, diaries and letters are all fragmeianys of writing, and as such, they will

continue to speak for non-mastery, for non-identtyd for muteness.

Towards a Poetics of Criticism

In ‘The Narrow Bridge of Art’ first published in éhNew York Herald Tribune in 1927,

Woolf writes:

But one has sometimes asked oneself, must theodiuke critic always be to the
past, must his gaze always be fixed backwards?dCllnot turn around and,
shading his eyes in the manner of Robinson Crusddedesert island, look into
the future and trace on its mist the faint lineshef land which some day perhaps
we may reach? [...] Is it not the critic’s duty tdl tes, or to guess at least, where
we are going? (GR: 11)

And so, as we look back to Woolf's work, we aredtalso to look forwards and to try
and predict in what direction criticism might beirgp And perhaps something of this
task owes itself to the sense of loss written imbth Blanchot and Woolf that arises
when they contemplate the task of writing and theure of criticism. Loss that

articulates itself through poetry is a concern thadolf and Blanchot share; loss that
arises from continually trying to (re)capture ewergeople, feelings from the past in
writing. But all writing can do is testify to thenpossibility of this (re)capturing. IA

Room of One’s OwrWoolf writes:

It [the world] does not ask people to write poemd aovels and histories; it does
not need them. It does not care whether Flaubedsfthe right word or whether
Carlyle scrupulously verifies this or that fact.titally, it will not pay for what it
does not want. And so the writer, Keats, Flaub@arlyle, suffers, especially in
the creative years of youth, every form of disiaciand discouragement. A curse,
a cry of agony, rises from those books of analgsid confession. ‘Mighty poets
in their misery dead’ — and that is the burdenhdirt song. If anything comes
through inspite of all this, it is a miracle, anelipably no book is born entire and
uncrippled as it was conceived. (RO: 60)
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More precisely then, what inspires both Woolf addriBhot to write is loss. And this is
what ultimately connects them, and what conneags pioject of criticism with the
writing of (musical) experience. Just as Woolf grte recapture events, moments and
the past, Blanchot tries to renegotiate death aatteenpts to recapture the loss of life
that death implies. Music criticism too, tries exapture and retrace, but it cannot do so
unless it accepts this sense of loss, unless iésvthis loss into the writing. This thesis
has argued that marginal writing could take accairénd give a voice to this loss.

Blanchot says this about the diary form:

The Diary is linked to the strange conviction tbhae can observe oneself and that
one must know oneself. But Socrates did not wiiitee most Christian centuries
ignore this examination, whose only intermediarysience. We are told that
Protestantism favours this confession without cesie but why should the
confessor be replaced by writing? We must rathermeto a cumbersome jumble
of Protestantism, Catholicism, and Romanticism fsat writers, setting off in
search of themselves in this false dialogue, canotrgive form and language to
what cannot speak in them. Those who realise thisligtle by little recognise
that they cannot know themselves, but only tramsfthemselves and destroy
themselves, and who pursue this strange struggidiich they feel drawn outside
of themselves to a place which they nonethelessoddave access, have left us,
according to their abilities, fragments, sometiregen impersonal ones, that we
may actually prefer to any other works. (Blancl2®)3: 186-7)

Woolf has left us fragments. And | think it is piide to read in them her search for a
self, or at the very least we could read her fragmeas the attempt to ‘give form and
language to what cannot speak.” But, as Blanchgygests, absolute knowledge of
oneself, of experience, or of an object or texais illusion. Instead, a process of
transformation and destruction replaces systengafticlusion and conceptual synthesis.
Blanchot calls this process a ‘strange struggled kthink we have seen this struggle in
Woolf's musical marginalia where she has been ‘drawutside’ of herself ‘to a place
which [she] nonetheless [does] not have access [to]

In ‘The Failure of the Demon: The Vocation’ Blawtls seven page essay
dedicated to Virginia Woolf, he makes the followicgmments:

Deeply disturbing, but often difficult to read. Rieas who are not indulgent risk
being irritated in seeing the Virginia they love tsd&en with success, so happy
with praise, so vain about a moment of recognitsmnwounded at its lack. Yes,
that is surprising, painful, almost incompreheresilhere is something enigmatic
in these distorted reports that place a writer wthsdelicacy in such gross
dependence. And each time, with each new bookcdheedy, the tragedy is the
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same. This repetition, of which she is very awareho was more lucid? — is
made even more annoying by the abridgements afdbenal but these errors of
perspective also have their truth. And suddenly dldcome: that death she
chosel...] How can we dare link it with her creatife? How can we see in it the
completion of her destiny? What is fitting in thisost unsuitable end? [...] We
understand better now the words of young GoethEcr tne, there could be no
guestion of ending well” — a certainty that acconmipa him during his whole
youth until the day he discovers and accepts thmodé@acal power that must
protect him, he thinks, against the fear of lodimgself. This power did protect
him, true, but then began his infidelity to himselhd the glorious decline from
which Virginia Woolf preferred to escape by sinkiBlanchot, 2003: 97-104)

For Blanchot, Woolf's death makes sense becauseée it as ‘the completion of her

destiny.” And this destiny is her vocation as atevriBut, as he sees it, this vocation is

also to blame for her, ‘most unsuitable end.” Hecation has lead to her demise:

To link oneself to dispersion, to intermittency, ttee fragmented brilliance of
images, to the shimmering fascination of the instana terrible movement — a
terrible happiness, especially when it must fingliye way to a book. Is there a
way to gather together what is dispersed, to makeirmuous the discontinuous
and to maintain the wandering in a nonethelessashiivhole? Virginia Woolf
sometimes finds it. (Blanchot, 2003: 101)

Indeed, Woolf does sometimes ‘gather what is dsgar she does ‘make continuous
the discontinuous’, but even if, as been showrs tlintinuity is essentially false, her

writing continually bears witness to that very gss of failure.
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Appendices

Appendix 1

The following extracts are taken from The Lettefs/ginia Woolf edited by Nigel
Nicolson and Joanne Trautman. The Volumes were inalig published, in
chronological order, with the following titles: THdight of the Mind (1888-1912), The
Question of Things Happening (1912-22), A ChangePefspective (1923-28), A
Reflection of the Other Person (1929-31), The 8i8ktle of the Moon (1932-35), Leave
the Letters Till We're Dead (1936-41).

Volume One: 1888-1912

(p.40)
To Emma Vaughan
23 April, 1901

The only thing in this world is music — music anabks and one or two pictures. | am
going to found a colony where there shall be noryivag — unless you happen to fall in
love with a symphony of Beethoven — no human eléna¢rall, except what comes
through Art — nothing but ideal peace and endlesditation.

(p.56)
To Emma Vaughan

October, 1902
The Pianola is flourishing, and plays after dintigrthe other side (the Mackenzies,
who only dohandplaying) are vanquished. Really it is a wonderfalamine — beyond a

machine in that it lets your own soul flow thro’.

(The diary notes that Virginia’'s Hyde Park Gategtdiours were the Mackenzies.)
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(p.59)
To Thoby Stephen

October/November 1902

The Pianola is going strong.

(p.64)
To Emma Vaughan

Late December, 1902

| write nonsense, because the pianola is playirtly gitreme brilliance and precision in

the next room.

(p.88)
To Emma Vaughan

24 July, 1903

A fresh lot of tunes came today chosen by Adriad arvery mixed set — Bach and
Schumann and the Washington Post and the Dead Mar8aul, Pinafore and the
Messiah. We find the difference in quality a vepod thing because all out servants sit
beneath the drawing room window all the eveningleviie play — and by experiment
we have discovered that if we play dance musidhair crossnesses vanish and the
whole room rings with their shrieks and then wedgtrem down so sentimentally with
Saul or boredom with Schumann — on the whole @ikince is the most desirable thing.
USED

(p.139-40)
To Violet Dickinson
6 May, 1904

She (Beatrice Thynne) is as red and tough as afimeyapple; her face is positively
muscular, with character which seems to have stffiethere. We took her to dine with

Bell last night, a real Bohemian party, after harhekelly the painter was there, and we
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stayed talking of Art, Sculpture and Music till Q. This was all in the common café,
while we smoked half a dozen cigarettes a piecdly K& an enthusiast, and Beatrice
seeing this contradicted him. She expounded theareWagner which were, | know,
made that moment. He actually shook his fist ataweoss the table, and at one moment

| held her down — a stormy scene.

(p.147)
To Violet Dickinson
30 October, 1904

They don't realise that London means my own honmel bBooks, and pictures, and
music, from all of which | have been parted sinebraary now, -and | have never spent

such a wretched eight months in my life.

(p.150)
To Emma Vaughan
1 Nov, 1904

The great Ralph [Vaughan Williams], | hear, fronoréince, is giving a concert at the

Queen’s Hall, composeghtirely of his works.

(p-179)
To Emma Vaughan,
23 Feb, 1905

My National Review article is about [Street] Musiz you can imagine what a flutter is
going through the musical world — it has probal@dgahed Dresden. My remarks will

revolutionise the whole future of music.
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(p-183)
To Violet Dickinson
April 51905

You see, there ain’t much news; you can't think Hewed everybody is, and how hard
up for something to do or think about. They plag thiano all day long, and eat

sandwiches and drink soup.

(p.190)
To Violet Dickinson
May, 1905

It is now time to apologies for my egoism, and sk how you are. However, one
more thing. Kitty writes that she had made greignfis with the writer of Elizabeth’s
German Garden; who says, what is the point of tbeysthatmy article onMusic

interested her so much!!!

(p.222)
To Lady Robert Cecil
Wed 18 April, 1906

But beautiful writing is like music often, the wigmotes, and discords and barbarities

that one hears generally — and makes too.

(p.263)
To Violet Dickinson
Sun 16 Dec, 1906

I have been having a debauch of music and heagrgic notes to which | could be
wed — pure simple notes — smooth from all passimh faailty, and flawless as gems.
That means so much to me, and so little to you! Mowou know that sound has shape

and colour and texture as well?
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(p.282)
To Clive Bell
Feb, 1907

| read then, and feel beauty swell like ripe fawithin my palm: | hear music woven
from the azure skeins of air; and gazing into deepls skimmed with the Italian veil |

see youth and melancholy walking hand in hand.

(p.288)
To Violet Dickinson
March, 1907

We are going to concert on Tuesday, or we woulc ltmme.

(p-308)
To Violet Dickinson
Sunday 1 September, 1907

Further, | write in the morning and read Pindaraimoom which overlooks the Marsh;

beneath Adrian takes notes on English History,spadls out Wagner on the piano.

(p.312)
To Emma Vaughan
29 September, 1907

However, noting will induce me to sacrifice my Rieh..| heard from Aunt Mary the
other day; and the ten children are all either cgno-day for the night, going to balls,
staying at Seaford, hearing R[alph Vaughan Willimmngiece at Cardiff, producing

children...



174

(p-329)
To Clive Bell
Wednesday 6 May, 1908

| saw Saxon last night...a merry humour came oveatfisr a ‘fairly satisfactory — yes,
| think | may say, very fairly satisfactory’ perfoance of the Gotterdamerung and we

sat here, over our galantine, till three thirty.

(p.333)
To Lytton Strachey
Monday 18 May, 1908

Could you come to tea with me on Thursday? | hatesg miserably involved in opera

and the German language that that seems to benthéree afternoon.

(p-333) To Lady Robert Cecil,
May? 1908

| am going to another opera on Tuesday, so, uhlesald come early, | am afraid that
afternoon is useless. | am so bewildered with aperave go regularly — that | can’t

make sensible arrangements.

(p.335)
To Violet Dickinson
June, 1908

I will come on Wednesday, but | must go back by sthesomething, because we are

going to the opera.

(p.342)
To Vanessa Bell
Friday 7 Aug, 1908

They (Herbert, Helen and Katharine Stephen — vissows) are all solidly devoted, of

course, but | don’'t remember Helen much — excepepwhen we asked if she could
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play, and she strummed through a Beethoven Sowitathe tramp of a regiment of
dragoons...l...tried to write Melymbrosia. But a violoegan 2 doors off, and all the

tradesmen called, and they came and bashed theofleo my head.

(p.347)
To Saxon Sydney —Turner
10 August, 1908

I hope you will write and describe the operas —ontlay as | am to hear.

(p.348)
To Vanessa Bell
Monday 10 August, 1908

By this mornings post, too, | got a card, with neasihieroglyphs; halfway though
breakfast, | sang my song to keep myself in spidtsl saw it, as though in a mirror
before me — mocking me. | at once changed my tané,sang the second song; which
no one knows. Tell the Chipmonk [Clive] his malisghwarted; | sang for half an hour,

and all the house crouched on the step to listen.

(p.362)
To Saxon Sydney-Turner
28 August, 1908

| suppose you are back again, and | note what ggwabout the concert. | am pining for

music. Could you, if you think it necessary, getat&ket for Tuesday night?

(p.363)
To Vanessa Bell
Saturday 29 August, 1908

It is amazingly comfortable to stretch one’s legssén one’s read out, and not to be
interrupted at half past six, and spend the eveainthe opera, or in talk about it. |

never knew | had such a desire to read; and in dontdis always fretted and stinted,
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and always will be. | wish one could sweep one's claan, say not at home, and refuse

ever to go out.

(p.-371)
To Violet Dickinson
Thursday 29 October, 1908

I met Bruce Richmond last night at a concert, archad an awkward moment.

(p.382)
To Lytton Strachey
1 February, 1909

Could you come early tomorrow — by the bye? Mr dteh [Saxon] has sent me a ticket

for the Wagner Opera — what d'you call it — anahd want to miss the overture.

(p-393)
To Clive Bell
April, 1909

Perhaps we shall meet at the Freshfields musighaoni

(p-394)
To Violet Dickinson
Thursday 13 May, 1909

Last time we met was in that sumptuous Jewessess[Michreiner] room, when
everything was like an illusion. Do you remembeattburious episode on the empire

sofa, when she played Brahms or Schumann to usalahdr boots?

(p.400)
To Violet Dickinson
July, 1909

| go to Cambridge on the 8- and both Thursday and Friday are taken up withra
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(p-400)
To Violet Dickinson
July, 1909

If you could have me another day next week, it wWdok easier — as | only come up

from Cambridge on Monday morning, and we are gtaniipe opera in the evening.

(p.403-4)
To Vanessa Bell
Saturday 7 August, 1909

(From Bayreuth)

Now we are going to read Parsifal, and then luacid, then we shall hear the immortal

work.

(The letters note that, ‘In August 1909 Virginianvevith Adrian and Saxon Sydney-
Turner to Bayreuth, for the opera, and then to [Dieys for more opera and pictures.
Finding their company faintly uncongenial, perhdpscause she failed to match their
musical enthusiasm to the full, she consoled hiebgelvriting letters to Vanessa which

were among her most affectionate.’)

(p.404)
To Vanessa Bell
Sunday 8 August, 1909

We heard Parsifal yesterday — a very mysterioustiemad work, unlike any of the
others | thought. There is no love in it; it is maeligious than anything. People dress
in half mourning, and you are hissed if you trckap. As the emotions are all abstract —
I mean not between men and women — the effectrismech diffused; and peaceful on

the whole. However, Saxon and Adrian say that & wat a good performance, and that
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I shan’t know anything about it until | have he#rd times. Between the acts, one goes
and sits in a field, and watches a man hoeingpsrnihe audience is very dowdy, and
the look of the house is drab; one has hardly aaynrfor ones knees, and it is very
intense. | think earnest people only go — Germamsttfie most part, in sacks, with
symbolical braid...We have been discussing obscurgm Parsifal all the morning.
It seems to me weak vague stuff, with the usuakrait@s, but | can only read the
German with great difficulty. The time seems toig@reparing for the opera, listening

to it, and discussing it afterwards — but tomoriawust begin to write — you will laugh.

(p.406)
To Vanessa Bell
Thursday 12August, 1909

We heard Parsifal yesterday; it was much betteedand | felt within a space of tears.
| expect it is the most remarkable of the operaslides from music to words almost
imperceptibly. However, | have been niggling at &féect all the morning, without

much success. It is very hard to write in ones e, without any books to look at, or
my especial rabbit path, into the next room. | hbakanced my box on my commode,

and made a shaky desk.

(p.407)
To Vanessa Bell
Monday 16August, 1909

| write in haste — this is no device, to excusedulness — but | scrambling through my
article, which has got into a fix, and the operd &uts the day short. They don’t do the
thing as well as we do it, | think: our seats aeywnear, and the ugly creatures look still
uglier. | can never quite get over the florid Teuspirit, with its gross symbolism — and
its flaxen tresses. Imagine a heroine in a nightgomith a pigtail on each shoulder, and
watery eyes ogling heaven. Saxon says nothing;afxdprods him for an opinion. He
reclines on his hip between the acts, and puldsva¢ed. There is a great crowd, and we

get stared at, not for our beauty
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(p.408)
To Vanessa Bell
Thursday 19August, 1909

We are now going out to Lohengrin — a very dull rapeand this is, | expect, a
damnably dull letter, but the quickest Ape brainals flags after dinner.

(p.410)
To Vanessa Bell
Tuesday 24August, 1909

We went to Salome (Strauss, as you may know) lagtt.nl was much excited, and
believe that it is a new discovery. He gets greabtéon into his music, without any
beauty. However, Saxon thought we were encroaahpog Wagner, and we had a long
and rather acid discussion. He has an amazing leagel of detail — | can’t think why

he doesn’t say something more interesting...| mast &r the opera.

(p.412)
To Violet Dickinson
21 September, 1909

| took your letter to Bayreuth and meant to answemBut the opera was always
interrupting.

(p.425)
To Clive Bell
16 May, 1910

It is possible that there will be tickets for Tastat the opera itself.

(p.427)
To Saxon Sydney-Turner
June, 1910

| shall probably be alone. But | don’t know whatogs there may be.
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(p.432)
To Saxon Sydney- Turner
Monday 10 August, 1910

Last night we crept under the windows of the graotel and saw Miss Mickle and Mr

Thomas Dunhill playing Brahms to a great drawingmdull of dowagers and athletes.

(p.449)
To Clive Bell
23 January, 1911

Gumbo [Marjorie Strachey] is seated at the piamessed in a tight green jersey, which
makes her resemble the lean cat in the advertisersi@iging O Dolce Amor, to her

own accompaniment. The accompaniment ends: shgsflier hands up, and gives vent
to a passionate shriek; crashes her hands down agdigoes on. A dry yellow skin has
formed around her lips, owing to her having a freghy for breakfast. Save that her

songs are passionate, we have not mentioned tfectub

(p.466)
To Vanessa Bell
Thursday 8 June, 1911

As it is very hot, and Adrian and Saxon are sweatih the opera, | am going up to
Hampstead to see if | can drag old [Janet] Casdaow walk among the lovers on he
heath.

(p.479)
To Leonard Woolf
210ctober, 1911

Thankyou very much — | am going to this cycle [Riag], but if | might come to your

box for Siegfried on Monday | should like to.
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(p.479)
To Lytton Strachey
6 November, 1911

I've just come back from the [Francis] Cornfordsrfi the ¥ Symphony, from a scene
with | from an interview in a W.C. and, whilwash my teeth, a painter sings on a

board outside my window.

(p.481)
To Lytton Strachey
Monday 20 November, 1911

If you can’t come would you telephone to Gordon Bgou can, will you meet us at
the box office hall (I mean the ordinary big halt)the opera, 25 minutes past 8 — the

opera beginning at 8.30, | presume, being out®fahy of reading newspapers.

(p.497)
To Katherine Cox
2 May, 1912

Here is a cheque for the concert, though, consigdrivas in bed at Twinkenham at the
time, | didn’t hear much ancient music for my monejanet never came so I'm here
alone, and go back rather melancholy this afterrtoosettle in for the Summer, which

will be absolutely dry, and all awhirl with Wagnand Russian dancers.
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Volume Two: 1912-1922

(p-5)
To Lytton Strachey
1 September, 1912

Our habits are simple; 2 days in a place, one day frain; we walk in the morning,
read in the afternoon, make our tea, which is thietpve have just passed, then walk
on the sea-shore; and after dinner sit by a cai@é, @as its Sunday tonight, listen to the

military band.

(p-8)
To Saxon Sydney-Turner
17 September, 1912

We are both starved for music-have to trail abdetraown bands.

(p.20)
To Katherine Cox

18 March, 1913

Things in London were much the same as usual 16 agg. A good deal of love, spite,
art gossip, and opera. We dine at the Cock, andheeasual run. However, we shall

probably retire after Easter and live sensibly.

(p-26)
To Katherine Cox

16 May, 1913

We came up here 10 days ago to attend the Ring} heceby state that | will never go
again, and you must help us both to keep to thateles are bruised, my ears dulled,
my brain a mere pudding of pulp — O the noise dmel heat, and the bawling
sentimentality, which once used to carry me away, mow leaves me sitting perfectly
still. Everyone seems to have come to this opintleaygh some pretend to believe still.
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(p.51)
To Katherine Cox

12 August, 1914

They discuss Thomson’s poetry, and post impressionand have read everything, and
at the same time control all the trade in Hides| @n sing comic songs and do music

hall turns.

(p.81)
To Lady Robert Cecil

18 February, 1916

| have been reading Mr Strutts musical reminisceneath interest. | must have seen
him at every concert and opera | ever went to,tendften describes the same concerts.

It is very outspoken criticism, which is refreshing

(p.128)
To Saxon Sydney-Turner
27 November, 1916

We went to a concert on Friday.

(p.135)
To Saxon Sydney-Turner
16 January 1917

This afternoon we are going to a Beethoven cone@pening Wigmore Hall (the old

Bechstein)

(p.140)
To Saxon Sydney-Turner
3 February 1917
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What is the truth of the rumour that Barbara (Sxeigoing on the Music Hall Stage? |
went to hear a new Debussy sonata for the harp fintl viola yesterday...| rather liked
the Sonata.

(p.144)
To Vanessa Bell
11 February, 1917

| can’'t remember a word of tonic-sol-fa...
(p.184)
To Vanessa Bell

Wednesday 3 October, 1917

| tried to sing the Wolf song this morning, tell €uin.
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Volume Three: 1923-1928

(p.30)
To Leonard Woolf

Tuesday 25 April, 1923

Now I've dined at our usual place — omelette, hauah jpots, and spinach; Suisse, coffee
and cream, then chocolate, very good, at the omeheafé, but the music was such that
even | could dream no dreams, so came away, gogistrto bed, and finished reading
my Gissing book; which brings me to the present @m

(p.40)
To Roger Fry

Saturday 18 May 1923

Two nights ago | went to the Opera with Saxon [®ydmurner]; both in attenuated
evening dress, for he takes stalls. There was @ude Philips (diary notes he was an
art critic), Mrs Norman Grosvenor; Mrs Strep; amdon and so on. We had a divine
Bach, Phoebus and Pan; towards the end of which,the lights still low, that old goat
Sir Claude, only kept by the tightness of his whitgistcoat from gushing entrails all
over the carpet, to it into his head to leave. Whele audience saw him move down the
gangway. Suddenly he disappeared. There was a swfuodal sacks, bounding and
rebounding. Then dead silence. He had fallen dowonaplete set of stairs; but met
hurt.

(p.59-60)
To Jaques Raverat
July 30, 1923

As for the Sitwell’s, though | paid 3/6 to hear tdvociferate her poems accompanied
by a small and nimble orchestra, | understood ttle lihat | could not judge. | know
Osbert slightly. They take themselves very seripu§hey descend from George the
IVth. They look like Regency bucks. They have amotwho was in prison. They
probably need careful reading, which | have newsrgthem, and thus incline to think

them vigorous, but unimportant acrobats.
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(p.81)
To Ethel Sands

19237

| wonder whether you could possibly tell me theradd of Miss Fass, at whose house
concerts are given by the English quartet? Sherserd programme, which | lost, and
now | want one to give a friend, and would alse Itk try and come myself. (The diary
notes that the Quartet was formed in 1902 and éselul a high reputation for chamber
music.’ It also notes that Marjorie Fass was anftiand the patron of composer Frank

Bridge.

(p.186)
To Saxon Syndey-Turner
31 May, 1925

| have been to the Walkure, and to Lords: at bddlegs | looked for you in vain. | saw
Hearne make 56, by which time we were so cold waetwweme. Walkure completely
triumphed, | thought; except for some boredom —ah't ever enjoy those long
arguments in music — when it is obviously mere evsation upon business matters

between Wotan and Brunhilde: however, the restsuaerb.

(p.195)
To Edward Sackville West
28 July, 1925

But the piano arrived safely, and has already gi&ewo hour concert, when one of
Angus Davidson’s brothers sang, and it was thetgséauccess. | hope to give many

more concerts of this kind in the autumn, and wadl sfonsider you our patron.

(p.201)
To Janet Case
Tuesday 1 September, 1925

But how difficult criticism is! Not a single worddals the same meaning for two people.
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(p.214)
To Vita Sackville-West
Wednesday 235eptember, 1925

This way of seeing people might be giganticallycassful, and then your cousin [Eddy]

has lent me his piano, and | intend to break ughthman horror with music.

(p.222)
To Edward Sackville West
November, 1925

I am still kept strictly in bed and visitors ratexh but if you should be in London, |
hope you will come and see me, only its betteririg up first. This explains why the
piano has remained dumb. | make do with an algnaghas | can’t get down to my

studio.

(The letters note that algraphone was a ‘joke-wianda gramophone in a sick-room

(p.240)
To Edward Sackville West
Saturday 6 February, 1926

| think you ought to take your piano away as sosmp@ssible — the damp is something
awful.

(p.247)
To Vita Sackville West
16 March, 1926

Indeed, these are the first letters | have wrisieee | was married. As for the mot juste,
you are quite wrong. Style is a very simple matiteis all rhythm. Once you get that,
you can’t use the wrong words. But on the otherdhlaare | am sitting after half the
morning, crammed with ideas, and visions, and scaod can't dislodge them, for the

lack of the right rhythm. Now this is very profoynghat rhythm is, and goes far deeper
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than words. A sight, an emotion, creates this wavihe mind, long before it makes
words to fit it; and in writing (such is my presebdlief) one has to recapture this, and
set this working (which has nothing apparently dowdth words) and then, as it breaks
and tumbles in the mind, it makes words to fiBitit no doubt | shall think differently

next year.

(p.255)
To Vita Sackville-West
13 April, 1926

We all chatter hard about music — Eddy explainauiaid” Century music and rhetoric
— Duncan attacks: but seldom uses the word he meangtimes has to unbutton his

waistcoat while endeavouring: very interesting:cmenpare movies and operas...

(p.267)
To Edward Sackville-West
Friday 19267

This is more like it (as far as | remember) thatl yad a passion for Wagner, were a
fanatic, and thought Lawrence the best living Esigiwriter...

(p.355)
To Violet Dickinson
Sunday 27 March, 1927

But I thought of many odd people, you and Ladyr#l Katie [Cromer] whom | sat next
to at a Mozart opera the other night.

(p-360)
To Vanessa Bell
9 April, 1927

There are explosions going on in the street andreergl buzz and hum which rather
entice me to step out into the Square and go tornibees; but we are off to Segesta
early tomorrow so we are having a quiet night. Heosve they are at this moment
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marching through the Square, playing a band, watiterns, and some sacred object
under a panoply — It is Easter, | suppose — |tileRoman Catholic religion. | say it is
an attempt at art; Leonard is outraged...It seenmeaimply the desire to create gone

slightly crooked, and no God in it at all.
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Volume Four: 1929-31

(p-19)
To Hugh Walpole

10 February, 1929

Berlin was very exhausting; very larger; very catds of music.

(p.45-6)
To Ethel Sands
24 April, 1929

Heaven knows what happened in Berlin — it was & ld affair; Count Kessler,
pictures, operas, vast distances, icy cold, Vitsnowboots at one end, Eddy, Nessa and
Duncan and | all far away at the other. It was bige and highly respectable in the
midst of all its vice — we went to the Opera madghts and even Leonard pined for the
diamonds of Lady Londonderry (is that right?) —rsory and hearty and beery and
cheery and like Bessie Trevelyan eating muffinsblack kid gloves were they.

Naturally | was ill.

(p.115)
To Hugh Walpole
Saturday 7 December, 1929

A catastrophe has happened. We are in for a lawsthtthe Imperial Hotel, which is

driving us crazy with a Jazz band...

(p.115)
To Lady Ottoline Morrell
December, 1929

All my life is now upset by a lawsuit against azl@and in an hotel, and | may have to

put you off and visit the eternal lawyers...
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(p.116)
To David Garnet
10 December, 1929

We are engaged in a lawsuit. It is against the frapelotel and their infernal band — so

may be a nuisance and begins on Friday.

(p.132)
To Ethel Smyth
Tuesday 4 Feb, 1930

But this is no return whatever for the immense qle@ | have had from your books (I
dare not say music, because though willing, | amoiignt) in which my husband agrees

with me.

(p.134)
To Clive Bell
6 February, 1930

Oh | can’t remember, if indeed | ever knew what Bamis story was about, and so we
went on, until the afternoon light was waning, &dcan and | walked to Bond Street,
and were so elated by every incident — for onegthive discovery of Blake’s house, for
old man playing a violin said “Good bye to you,attwe found ourselves inside one of

the smartest shops in Bond Street asking the pficegs.
(p.145)
To Ethel Smyth

27 February, 1930

| want to talk and talk and talk — About music; ablove; about Countess Russell.
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(p.146)
To Saxon Sydney-Turner
27 February, 1930

What is your opinion of Ethel Smyth? — her musicpéan? She has descended upon
like a wolf on the fold in purple and gold, terciilly strident and enthusiastic — | like
her — she is a s shabby as a washerwoman and str@lsings — but the question of
her music crops up — | don’t mean that she careat wtthink, being apparently

indomitable in her own view, but one day you medtrne the truth about it.

(p.158)
To Ethel Smyth
22 April, 1930

Today for the first time | have seen nobody, andbogk, a very flickering flame at the
moment, begins to draw. | don’t know if music neadshelter round it. Writing is so
damnably susceptible to atmosphere...This houseupderstand, contains two outer
rooms, in which | live; it contains a large room evd we sit and eat, play the
gramaphone, prop our feet up on the side of tleediitd read endless books)...Are you
writing? How does one write music?...Naturally #fere | warble on, unnecessarily to
Dame Ethel Smyth; who won't read all this, beingairhurricane today, putting in
trumpets, cello’'s and a trombone or two in the b& e thumps it out on her piano;

and is only roused to life by her dog; does she eaeher dinner, or is it always cold?
(p.163)
To Ethel Smyth

Tuesday, perhaps 6 May, 1930

By the way, | heard the Wreckers years ago, froenpily in some theatre.
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(p.168)
To Ethel Smyth
Wednesday 13 [1%] May, 1930

Lord how difficult it is to write a letter! You paiers and musicians don’t know the
horror of pens that dry up and no blotting papedan’t see how you can play your
music because | haven't got a piano...Shall | gdheodpera, shall | go to the cocktail
party? So the ocean tosses its pebbles, and tttam over, naked, a child, and no one
helps me. There’s Ethel at Woking among her peao daffodil trees; with her bacon

mouldering on the piano.

(p.171)
To Ethel Smyth
Monday 26 May, 1930

If only | weren’t a writer, perhaps | could thankw and praise you and admire you
perfectly simply and expressively and say in onedwohat | felt about the Concert
yesterday. As it is, an image forms in my mind;uclgset briar hedge, innumerably
intricate and spiky and thorned; in the centre barmose. Miraculously, the rose is you;
flushed pink, wearing pearls. The thorn hedge asntiusic; and | have to break my way
through violins, flutes, cymbals, voices to thid lurning centre. Now | admit that this
has nothing to do with musical criticism. It is yrwhat | feel as | sat on my silver
winged (was it winged?) chair on the slippery flgesterday. | am enthralled that you,
the dominant and superb, should have this tremdrvéoration of fire around you —
violins flickering, flutes purring; (the image i$ a winter hedge) — that you should be
able to create this world from your centre. Perhapas not thinking of the music but
of all the loves and ages you have been through.t'sTadnat | call living; that's the
guality | would give my eyes to possess. Of coumseny furtive and sidelong way
(being like a flatfish with eyes not in the usutdqe) | had read a good deal of this
years ago in your books, and now | begin to reahit other oddities and revelations
too in your music. It will take a long time not regr because | am musically feeble,
but because all my faculties are so industriousiyging in news of so many Ethels at

the same moment.
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(p.181)
To Ethel Smyth
Thursday 26 June, 1930

So I've had to take to dressing gown and sofa amd evork. | shall be alright in a day
or two: in fact | am better today; but it is a $tieadisease and pounces out if | give it a
chance. So | shan't attempt your concert: and h'slatempt answering your letters...1

am sorry about the Concert. Tell me about it.

(p.184)
To Ethel Smyth
Sunday 6 July, 1930

| say Ethel — what a party! What a triumph! | carnlyoassure you that when | saw all
those hands stretched over the gate | felt | wasgb&hut out from Paradise. | daresay
it went on for hours after we left in the gardender the roses. It was a superb affair,

rolling and warbling from melody to melody like serdivine quartet —no, octet.

(p.204)
To Ethel Smyth
Thursday 28 August, 1930

| think then that my difficulty is that | am writinto a rhythm and not to a plot. Does
this convey anything? And thus though the rhythiniganore natural to me than the
narrative, it is completely opposed to the traditaj fiction and | am casting about all

the time for some rope to throw to the reader.

(p.207)
To Ethel Smyth
Wednesday 3 September, 1930

| have a devout belief in the human soul — wheneletmwhat can be called such
emphatically; and your power of soul completelymtaume. That's an odd phrase — but

| can’'t stop — post going — to make a better, afdwrite anyhow tomorrow. No, no,
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no, the pain is always hanging about after any; gl kept it off. | say, | shall listen

in; and hear the shouts and the music.

(p-209)
To Ethel Smyth
Friday 5 September, 1930

Well, we listened in. ‘How like she is to her mudic said: a great compliment: for he
sees you vividly and warmly. | thought the AnacrgorOde very exciting — even
buzzed at it was across England. And the other,stvggs, very satisfying (like a
complete demonstration of something). Lord, howytkaocked out Berners! How

robust, and at the same time piercing.

(p.214)
To Ethel Smyth
September, 1930

(2): We want to know if you will let us publish ttlspeech to the girls about Lambert,

music etc?

(The letters note that Lambert refers to Constaamnhbert (1905-51), ‘the conductor,

composer and writer on music. Ethel never publighedecture.)

(p.215)
To Ethel Smyth
19 September, 1930

(1) Hour: | say certainly, it can be legitimately twgllables; Leonard says, No: that is

only done by the illiterate in writing, but can éene in music without offence.

(p.225)
To Ethel Smyth
Sunday 5 October, 1930
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Am | to vote for the Opera merger? A post cardhveitstamp, has been sent me; as if
Sir Thomas [Beecham] means business: I'll put ¢r if by so doing | can ensure a
perfect performance of the Wreckers [Ethel’s opera]

(The Diary notes that ‘It was Beecham’s plan to lyamate the Imperial League of
Opera with the Covent Garden Opera in order to faiational Opera.’)
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Volume Five: 1932-1935

(P.15)
To Ethel Smyth
Friday 5 February, 1932

| think | dislike them both equally — so clumsy -h&/e musical criticism sideslips —
where musical criticism derails — | think it a naiké to be colloquial, vernacular, unless
you hit it off exactly. Why not, simply and dullgome fallacies of m.c. ‘Failings and
fallacies of the Musical Critic.” ‘Where Musical @cism is at fault-' no | certainly

don’t like where musical criticism derails. | leavat that..Sing me the Jacobite songs

one of these days.

(The letters note that Ethel was writing an artideentually called Where Musical
Criticism Goes Astray.)

(p-37)
To Ethel Smyth

Monday 21 March, 1932

I’'m scribbling with Leonard sneezing, and the effescof a hen pecking up here one
grain, there another — MB (Maurice Baring) has seathis book, and I've snatched up
his praise of your singing, which is all to my mihchean what | would say myself, on
the strength of half one of Schuberts songs thahimg. Aren’t you happy to have that
gift as well as the others?

(Maurice Baring was a poet, novelist and friendetiiel Smyth.)

(p-96)
To Ethel Smyth

Sunday 21 August, 1932

We had thunder at night of course, but not vergngedous, only enough to spoil the
Promenade [Concert] to which we were listening. ©dtlere was a crack of lightning

over Caburn, and instantly Mozart went zigzag tdodern life is a very complicated
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affair — why not some sudden revelation of the nmepof everything, one night? — |
think it might happen.
Are you, in a more humble way, appearing at theepis Ha;;? | must make a

note to listen —

(The letters note that ‘The overture to Ethel's @p&he Wreckers was conducted by Sir

Henry Wood at the Queen’s Hall on 22 August)

(p.112)
To Ethel Smyth
Friday 21 October, 1932

| wish | were at the Opera with you — cant be heélgewas my fault for going to the
motor show before a dinner party. I've been drowaflyday — have read perhaps 2
pages...Please please please write more — alsotheitEmpress. | could write a book
about your memoirs. Surely, if you sat over the firnights, after music, you could
drop out some more, like pearls — pearls that lyggtento one’s underclothes. Oh I'm

so sleepy. Thank you for coming.

(p.-122)
To Ethel Smyth
Tuesday 8 November, 1932

L. threw away the last L/ Mercury, before I'd regali. Cd. You lend me a copy?

(The letters note that ‘Ethel’s article in the Lamd Mercury for November was entitled
Delirious Tempi in Music, protesting that condust@ayed Gilbert and Sullivan music

too fast.”)

(p.126)
To Ethel Smyth
13 November, 1932

Really- I quite understand-I should be just as mughabout music. And I'm better and

we’re back, but I'm going to be very quiet.
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(p.126)
To Ethel Smyth
Sunday 20 November, 1932

| know | have been a wretch, as usual, not to vimitiore, if only to indulge you in your
mad Jane Austen mood, which amuses me immensely.0Ntearth should you mind
coming a howler once in a way about that article? 1Asaid, | should be far more
howling if | wrote to you about your music. Its gnfour d__d rashness that's at fault —

and as you know | rather admire that quality in.you

(p.130)
To Lady Ottoline Morrell
25? November, 1932

That reminds me- you must come to a quite ghastitypghat Nessa and | are giving on
Wednesday. It is a purely commercial (don’t whispeaffair, to induce the rich to buy
furniture, and so employ a swarm of poor scarecrafve are languishing in Fitzroy
Street.

(The letters note that “The party (on 30 Novembeay given by Virginia and Vanessa
at the Lefebvre Gallery to open a Music Room wHlimcan and Vanessa had

designed, down to the carpets, chairs and mirrors.)

(p.135)
To Ethel Smyth
Sunday 11 December, 1932

Nessa says she is sending me a letter of yourthass all right — | went to Dido and
Aeneas [Purcell] at the Wells and thought it absdjuand entirely satisfying: so come
away before the English opera. My taste is verytéich | can’t judge music any more

than someone else can judge articles in the T.L.S.

(p-137)
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To Ethel Smyth
22 December, 1932

The waits have just done singing: L. has given tf&én— but | can’t say | caught the
music of old England, though | listened — which s me, is Vernon Lee’s book on
music good? Ought | to order it? | like her tragliclouds of sub fulgent ink — why can’t

she write tighter though? — that's what trips melile falling over one’s train.

(The diary notes ‘Vernon Lee (1856-1935), whosel mme was Violet Paget,
published Music and its Lovers in 1932. She wamt@mate friend of Ethel.”)

(p.141)
To Ethel Smyth
28 December, 1932

You sound a little raucous — your cold | supposet Bhope its gone; and | hope you're

writing music; and | hope you’re thinking of me...

(p.163)
To Lady Ottoline Morrell
Monday 27 February, 1933

I've been listening to Jelly playing Bach in theg¥¢minster] Abbey; but the crowd was

too great, and the violin took in gulps of air.

(p.194)
To Ethel Smyth
Thursday 8 June, 1933

No | don't think | put my point effectively; | didot mean that | dislike facts and dates;
What | mean was — oh dear how silly to try and akp+ but my conscience is tender
about writing — | meant, give it all the facts aaltthe dates; the more the better; but let
them be about other people, not E.S. My own longmgeading your article is to

escape the individual; and to be told simply, plgiobjectively in 1880 there was not a
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single woman in an orchestra; there was not aesitegicher to teach women harmony;
the expense of going to Berlin was 165 pound teyiitevomen were educated partly by
1891; in 1902 [Henry] Wood took five violinists wem into his orchestra; the number
increased, and is now — (here is a table)...and salbthe way through. But to be told
My opera was not played because My mass wasdlayly once, Elgar 17 times —
to have to listen to anecdotes, hearsay, verbatdmbtes about how some unknown
Austrian said that some unnamed conductor ouglieteery proud of ES makes me
feel, and will | think make any moderately intelig moderately sensitive man or
woman feel-Oh the woman’s got a grievance abousetierShes unable to think of

anyone else...

(p.222)
To Ethel Smyth
Wednesday 6 September, 1933

What a descriptive writer was lost when you tookh#g piano.

(p.226-7)
To Quentin Bell
Tuesday 19 September, 1933

The reason why Ethel Smyth is so repulsive, tedéeis her table manners. She oozes;
she chortles; and she half blew her rather red andeer table napkin. Then she poured
the cream — oh the blackberries were divine —In@iobeer; and | had rather dine with a
dog. But you can tell people they are murderers; gan not tell them that they eat like
hogs. That is wisdom. She was however full — afiener — of vigorous charm; she
walked four miles; she sang Brahms; the sheep thalgeand were not fed. And we
packed her off before midnight.



202

Volume Six: 1936-41

(p.19)
To Julian Bell

11 March, 1936

As for Leonard he works all day, drafting measdoeshe Labour party; answering that
gaby Kingsley Martin, who can’t make up his own chiwithout tapping every other
mind within a radius of twenty miles. He alwayseimtipts our one resource against

politics which is music. That's why | curse him.

(p.132)
To Emphie Case
3 June, 1937

Here we are, having a few days off, before we gcklia London which is all abuzz

with the Opera. The season, the Coronation.

p.135
To Janet Case
12 June, 1937

Now in London there’s a lot of telephone ringing:Has all his politicians at him, and |
have old Ethel Smyth who stumps in for what shésdah minutes. Its really two hours;
one all long harangue, to which | listen, because'ssstone deaf, and her trumpet
doesn’t work, but what does that matter, since Ishe a supreme belief in her own
divine genius, and if you get he off on that, aodel and music, and her sheep dog,

there’s no need to answer.
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p.190-1
To Ethel Smyth
Monday 13 December, 1937

And how could my opinion of what you say of MB. Kaany shade of value, coming
from one purblind to the subject you're dealingh®itAs well ask a deaf donkey to

criticise Mozart. And how did the BBC do your cort®e

p.217
To Ethel Smyth
24 February, 1938

Are women allowed to play in orchestras? When was allowed, if: and are they now

musically, (as far as training goes) equal withdtieer sex?

p.426
To Mrs R.C. Trevelyan
4 September, 1940

It was delightful of you to write to me about myeliof Roger. You have found out
exactly what | was trying to do when you compar®it piece of music. It's odd, for

I’'m not regularly musical, but | always think of nipoks as music before | write them.

p.450
To Ethel Smyth
6 December, 1940

Now let us talk of something interesting. | wasmgpito say why don’t you write a
Common Reader review of music? Now consider thaite/your loves and hates for
Bach Wagner etc out in plain English. | have aendr motive. | want to investigate
the influence of music on literature. But theretd a book on music that gives me a hint
— Parry all padding. What about Tovey? Too metajghysEthel is the last page
missing
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Appendix 2

The following extracts are taken from The Diary\fginia Woolf, edited by Anne
Oliver Bell and all contain either direct or indicereferences to music, musical events
and musical performances. The extracts have beemodeced as they appear in Bell's
edition and edited where necessary. | have alsddihe notes from Bell’s edition in
parentheses after several of the entries, when tiye been thought to provide
important supplementary information regarding thpedficities of a concert program,
particular performers or venues etc.

Volume One: 1915-1919

(p-5)
Sunday 3 January, 1915

We went to a concert at the Queen’s Hall, in therabon. Considering that my ears
have been pure of music for some weeks, | thinkigiegm is a base emotion. By this |
mean (I am writing in haste, expecting Flora tonéir) that they played a national
Anthem and a Hymn, and all | could feel was thdrerabsence of emotion in myself
and everyone else. If the British spoke about V.@hd copulation, then they might be
stirred by universal emotions. As it is, an appediel together is hopelessly muddled
by intervening greatcoats and fur coats.

(The diary notes that the concert began with théddal Anthem, followed by ‘O God
our Strength’ by Sir Henry Wood who was also cotidge followed by music by Bach,
Handel, Beethoven and Wagner.)

(p-9)
Wednesday 6 January, 1915

Now | have to decide whether | shall go up agam tparty at Gordon Square, where
the Aranyis are playing.
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(The diary notes that the d’Aranyis sisters weragrian concert musicians who lived
in England from 1914-18)

(p.20)
Sunday 17 January, 1915

| went to a Queen’s Hall Concert, stayed for thyeautiful tunes and came back.

(The diary notes that the pieces played were Badi'®randenburg Concerto, the
Symphony in D by Cesar Franck and three moveménis@s Symphony Espagnole.)

(p-33)
Saturday 13 February, 1915

We wrote and after luncheon L. went to the Librand | went to a concert at the
Queen’s Hall. | ran into Oliver Strachey, standiwery like a Strachey in the Hall,
because he dislikes sitting inside waiting for tngsic. | got by luck a very good place,
for the Hall was nearly full — and it was a divibencert. But one of the things | decided
as | listened (its difficult not to think of oth#rings) was that all descriptions of music
are worthless, and rather unpleasant; they areodp# hysterical, and to say things that
people will be ashamed of having said afterwardgyTplayed Haydn, Mozart no. 8,
Brandenburg Concerto, and the Unfinished. | darésaylaying wasn’t very good, but
the stream of melody was divine. It struck me wdrabdd thing it was — this little box
of pure beauty set down in the middle of Londomreds, and people — all looking so
ordinary, crowding to hear, as if they weren’t oaty after all, or had an ambition for

something better. Opposite me was Bernard Shaw.
(p.70)
Saturday 3, Sunday 4, Monday 5 November, 1917

On Sunday | finished my Aksakoff, and writing hhe tidvantage of making a weekday

out of the Sabbath, in spite of the clamour andebtd military music and church bells
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which always takes place at about eleven — a waigeh the other people have no right

to inflict.

(p-78)
Monday 19 November, 1917

On Friday we went to a concert, walking out whea English piece came on into a

disreputable side street clinging to the back aidB8&t.

(The diary notes that the concert was at the Aeoliall, Bond Street by the London
Trio.)

(p.83)
Monday 3 December, 1917

Then on to Figaro at the Old Vic. It's perfectlwédy; breaking from one beauty into
another, and so romantic as well as witty — thégo&ion of music, and vindication of

opera.

(p.135)
Monday 8 April, 1918

A barrel organ played in the middle. | bought Bindles of coloured tapers. The stir

and colour and cheapness pleased me to the ddpthsleeart.

(p.142)
Sunday 21 April, 1918

| went to a concert at the Palladium this afterndaut on the whole | regretted it. A
man called Julian Clifford played Mozart as if iere a Dream Waltz, slowly and
sentimentally and with a kind of lugubrious stic®s which spoilt my pleasure in the G

minor.
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(The diary notes that Julian Clifford 1877-1921 veasonductor, pianist and composer.)

(p.148)
Sunday 5 May, 1918

Outside Dysart House we heard a cuckoo, inside siomern week end party was

listening to a pianola. Desmond put us off, | cesfe our relief.

(The diary notes that the name of the house wasatigtHam House and was the

residence of the Earl of Dysart.)

(p.153)
Friday 7 June, 1918

| went to the Magic Flute, and thought rather retfehumanity for having that in them.
Goldie was in the same row as me, thinking | daresach the same thoughts, though

the proximity of two youthful men may have coloutedm differently.
(The diary notes that the concert Woolf attended atathe Theatre Royal Drury Lane

and was part of Sir Thomas Beecham’s ‘Summer SeafsGnand Opera in English’)
USED

(p.157)

Monday 17 June, 1918

| went to Don Giovanni, to my infinite delight.

(The diary notes that this was part of the samem@eaGrand Opera in English’ at the
Shaftesbury Theatre.)
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(p.205)
Friday 18 October, 1918

But | write hurriedly...since | must read a littlbaut Voltaire before going up to hear a

Promenade Concert at the Queen’s Hall.

(p.206)
Wednesday 23 October, 1918

| went up to the concert and heard the ghosts wélyothings, since the substance
somehow escaped me; partly owing to my mood, p&otthe usual vulgarity of Wood.
Even so the ghosts of two Bach pieces (one for & dtiviolins) were exquisitely
lovely. Edith Sichel, whose entire soul is now opeme through her letters, makes me

determine to write descriptions neither of pictunes of music.

(The diary notes that the concert was part of Sénky Wood’s Promenade Concerts
and the pieces played were Bach’s Suite number fui@ and strings, and Concerto
no. 3 for two violins and orchestra. Woolf also tkavorks by Beethoven, Mozart,
Gluck and Dvorak.)

(p.219)
Thursday 21 November, 1918

I am overwhelmed with things that | ought to havétten about; peace dropped like a
great stone into my pool, and the eddies arergtiiling out to the further bank. Has
Nelly Cecil sunk beyond recall? And that concerSatlley House, presided over, so

appropriately by Bruce Richmond?

(The diary notes that Woolf went to quartet conegrShelley House, which is thought
to have been part of a private subscription semésconcerts organized by Bruce
Richmond.)

(p.244)
Tuesday 25 February, 1919
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Meanwhile Sir Henry (Newbolt) confessed that museipecially the music of strings
moves the fount of poetry in him, and “somethingvagls comes of a concert —
something will come this evening” — he assured asea priest foretelling a miracle, or

a conjuror producing a rabbit.

p.245
Tuesday 25 February, 1919

The company was decorous and fur bearing as uandlthe music like the voice of
spirits in another world enticing he hopelessly dath Sir Henry wrote a patriotic song

to the tune of it. But how nice they are too!

(p.270)
Wednesday 7 May, 1919

They were going to hear Bertie lecture; but | pnefe the songsters of Trafalgar Square.
The steps of the column were built up, pyramid i@shwith elderly respectable
householders grasping sheets of music, which tiegiared, in time to a conductor on a
chair beneath, with great precision. It was Lifeatbday and the elderly people were
singing sailor's chanties and Tom Bowling. Thismmed to me a very amusing and
instructive spectacle; and being famished for museould not get past, but stood and
felt thrilled with an absurd visionary excitemeatid walked over Hungerford Bridge

making up stories.

(The diary notes that ‘Lifeboat day was marked btegainment in Trafalgar Square
organized by the League of Arts and consisting ofrigl dancing and folk songs by a
choir of 500 voices. ‘Tom Bowling’ is a nauticalngpby Charles Dibdin dating from

the late 18 century.’)

(p-309)
Thursday 4 November, 1919
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| was hauled out of the background to talk to &at the Richmond’'s concert on

Sunday...So we talked in the intervals of Mozart.
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Volume Two: 1920-1924

(p.14)
Monday 26 January, 1920

Yesterday being my birthday and a clear and brigiyt into the bargain showing many
green and yellow flushes on the trees, | went tatfs&ensington and heard Mozart and
Beethoven. | don't think | did hear very much oénf, seated as | was between Katie
and Elena, and pitched headforemost into outragbanoter of the usual kind with the

Countess.

(p.-32)
Tuesday 28" April, 1920

To the Bach choir last night; but one of our fairls it the weather? I'd made out on
walking, such a perfect day; and wasted the creatheomorning on the telephone.
Then the weather; great bouncing gusts all set tabathh rain soaking one; buses
crowded, left typewriting paper in the bus; a Idimge waiting at the Club — then Bach
unaccompanied isn’t easy — though at last (aftédrdd gone home) | was swept up to
the heights by a song. Anna Magdalena’s song.

(The diary notes that ‘among the works performediéf April by the London Bach
Choir were three unaccompanied motets.’ It alsoesothat Woolf was probably
referring to ‘Bist Du bei mir which was no.25 irhé Klavierbiichlein fur Anna
Magdalena by Bach most likely to have been compbge@.H. Stblzel and sung by
Ethel McLelland)

(p.72)
Monday 25" October, 1920

The fire burns; we are going to hear the Beggamsr&p

(The diary notes that The Beggars Opera by John &g/ played at the Lyric Theatre
in Hammersmith by Giles Playfair in 1920.)
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(p-114)
Friday 29" April 1921

But every afternoon for a week I've been up toAle®lian Hall; taken my seat right at
the back; put my bag on the floor and listened &mtBoven quartets. Do | dare say
listened? Well, but if one gets a lot of pleasueally divine pleasure, and knows the

tunes, and only occasionally thinks of others thirgurely | may say listened.

(The diary notes ‘During a Beethoven Festival W&&30 April, at the Aelian Hall,
the London String Quartet played, in chronologicaber, all 17 Beethoven string

guartets.’)

(p.128)
Thursday 11 August, 1921

Sometimes it seems to me that | shall never wiiteatl the books in my head, because
of the strain. The devilish thing about writingtieat it calls upon every nerve to hold

itself taut. That is exactly what | cannot do — Nibw were painting or scribbling music

or making patchwork quilts or mud pies, it wouldmiatter.

(p.174-5)
Thursday 30 March, 1922

John Goss sings.
(The diary notes that John Goss was a baritonéssplo

(p.212)
Monday 13 November, 1922

We went to the Beggars Opera the other night, Ingbat Liverpool.

(p.216)
Sunday 3 December, 1922
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This autumn has been perhaps the busiest of mipdiléife. People and books- | sing

that to the tune of Woman and Wine, which comebkénBeggars Opera.

Sunday 7 January, 1923

Woolf mentions a party at which there was singingd ®liver Strachey sings Handel.

(p.244)
Wednesday 13 June, 1923

Nessa is back and the London season of coursdliswiing. So | judged yesterday in
the Aeolian Hall, listening, in a dazed way, to tBdBitwell vociferating through the
megaphone...l should be describing Edith Sitwell'sme, but | kept saying to myself
“l don't really understand...l don’t really admireThe only view, presentable that |
framed, was to the effect that she was monotorlus.has one tune only on her merry
go round. And she makes her verse keep step aetyutatthe Hornpipe. This seems to
be wrong; but I'm all sandy with writing criticisnand must be off to my book again
USED

(The diary notes that ‘The occasion was the firsblig performance of Fagade, a
collaborative effort by the Sitwells and the cormgyo®Villiam Walton, in which the

words and the voice (both Edith Sitwell’'s) wereeimted to play an equal and
interdependent part with the instrumental musice foems were recited through a
‘Sengerphone’ which protruded through the mouthl grotesque head in the centre of
a drop-curtain painted by Frank Dobson. The perfante called forth almost

universal obloquy from the press.’)

(p-320)

Sunday 1 November, 1924

As usual, | am, or think myself, snowed under withrk to do; and this is cut into by
hours of solid pleasure — going to the picturesgiinand Suggis on Monday. For its

music | want; to stimulate and suggest.
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(The diary notes that Guuilhermina Suggia was atiRgrese cellist and performed on
the 39 November in 1924 at the Wigmore Hall.)
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Volume Three: 1925- 1930

(p.19)
Thursday 14 May, 1925

But | meant to describe my dear old Desmond, whamjaiced me to see again, and he
held out both his hands, and | set him in his caad we talked till seven o’clock. He is
rather worn and aged; a little, | think, feelingttnere’s forty five on him and nothing
achieved, except indeed the children, whom he dmtesMicky to write, Desmond and

Rachel trilling and warbling on flute and piano.

(p.25)
Wednesday 20 May, 1925

(Concerning the Sitwell’s with whom she had dineel previous night)

But why are they thought daring and clever? Whythey laughing sticks of the music

halls and the penny a liners?

(p-27)
Friday 5" June, 1925

This is the spiritual truth about [Elizabeth] Bibesthe fact being that she lies in bed, in
green crepe de chine, with real diamonds on hegefs and a silk quilt, and thinks she
talks brilliantly to the most intellectual set irmhdon — so she does, to Desmond, and
Mortimer, and poor Philip Ritchie, and | was half & rage, having sacrificed my
Mozart 5tet to her, from which | should have golayes of pure pleasure instead of the

breakfast cup of rather impure delight. For it itadun.

(p-32)
Tuesday 16 June, 1925

This reminds me | must get back to D. Copperfidldere are moments when all the

masterpieces do no more than strum upon brokemgstri
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(p-34)
Sunday 27" June, 1925

But while | try to write, | am making up “To thedlithouse” — the sea is to be heard all
through it. | have an idea that | will invent a neaame for my books to supplant

“novel”. A new by Virginia Woolf. But what2dgy?

(p.34-5)
Sunday 19" July, 1925

So a whole tribe of people and parties has gonendbe sink to oblivion — Ott’'s tea
parties and complaints; Gwen Raverat set sturdyydgsm black, yesterday; Tom
hedging a little over the Bank; Sybil Colefax diim tea and protesting her desire to
give up parties; her party when Olga Lynn dropped rusic in a rage and had to be
pacified by Balfour.....Then little Eddie Sackville-West and Julian Mokra dine
(and | am to have his piano) and Philip in to felar; and then a party at Ott’s with
Ching playing the piano.

(The diary notes “This scene, at a Colefax partphably given on 1 July at Argyll
House, is described by Ogla Lynn (1882-1957), airditive Lieder singer much
favoured by Society, in her memoirs Oggie (195%); tage was occasioned by the
entry of Margot Asquith (Lady Oxford), who createath a disturbance that the singer
had to stop.)

(p-37)
Thursday 30 July, 1925

My summer’s wanderings with the pen have | thinkveh me one or two new dodges
for catching my flies. | have sat here, like an ioyiser with his hands rambling over

the piano. The result is perfectly inconclusivej aimost illiterate.
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(p-39)
Saturday 5 September, 1925

| really forget anything more from the lips of Bjl. | believe it was all the same: how
she would like a house with a piano: and they méametire and buy a house with a

piano.

(p.42)
Monday 14 September, 1925

Now, with my Studio habitable, and another seryarhaps, | shall aim at haphazard,
bohemian meetings, music (we have the algraphamtl@at's a heavenly prospect —
music after dinner while | stitch at my wool-work go to Lewes this afternoon to meet

Nessa and buy wools)...

(p.57)
Tuesday 19 January, 1926

Of a dim November fog; the lights are dulled anchged. | walked towards the sound

of a barrel organ in Marchmont Street.

(p.63)
Saturday 27 February, 1926

Lord B[erners]. Was stockish, resolute, quick vdttanalysed his own instability. His

father was a sea captain; wished him not on anguatdo be a long haired artist; his
mother used to say “My little boy plays so nicelyeu should hear him play” but she
minded his not hunting and riding. So, he saidwae inhibited as a musician. His
talent clung (I think he said) like a creeper te #uge of a cliff. One day he wrote two
marches for fun. Stravinsky saw them, and thouggtntgood, and they were published.
So he was accepted as a serious musician, with fonly lessons from Tovey in

counterpoint. He had an astonishing facility. Haldawrite things that sounded all right.

Suddenly, last year, all his pleasure in it weng. idet a painter, asked him how you
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paint; bought ‘hogsheads’ —(meant hog’s bristlas) aanvas and copied an lItalian
picture, brilliantly, consummately, says Clive. higs the same facility there: but it will

come to nothing he said, like the other.

(The diary notes ‘Donald Francis Tovey (1875-194fianist, composer and scholar,
was one the greatest personalities in the musicaldwof his day; he had been Reid

Professor of Music at Edinburgh University sincd49)

(p.72)
Saturday 27 March, 1926

And was just striking oil when in comes Angus ttl tee Eddy was on the phone:
would | go to Rimsky Korsakov with him on Tuesdayagreed-more, asked him to

dinner.

(The diary notes “A concert performance of Rimslardékov’s opera The Legend of
the Invisible City of Kitezh was to be given at Rmyal Opera House, Covent Garden,

on 30 March.” - Woolf actually did not attend clamg that she ‘detested engagements’)

(p.84)
Wednesday 12 May, 1926

The Strike was settled about 1.15 — or it was thewadcast...5 minutes later the
wireless. They told us to stand by and await imgdrhews. Then a piano played a tune.
Then the solemn broadcaster assuming incredibleppamad gloom and speaking one
word to the minute read out: Message from 10 Dog$treet. The T.U.C. leaders have

agreed that Strike shall be withdrawn.

(p.87)
Thursday 20 May, 1926

| should have been reading her (Vita's) poem tanigistead finished Sharon Turner —
a prosy, simple, old man; the very spit and imaig8axon. A boundless bore, | daresay,
with the most intense zeal for “improving myseklihd the holiest of affections, and 13
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children, and no character or impetus — a loveoofjlwalks, of music; modest, yet

conceited in an ant like way.

(p-90)
Wednesday 9 June, 1926

We are very hungry, by the way; Nelly is preparagice roast chicken and ices for

dinner, which | shall enjoy. Then we shall play Gemophone.

(p.126)
Thursday 3 February, 1927

Without eyes and ears (but Mrs Webb listens in @meders Mozart to Handel, if | may
guess) one can come down with more of a weight dppead and butter or whatever the

substance is before one.

(p.128)
Monday 21 February, 1927

Why not invent a new kind of play — as for instance
Woman thinks:...

He does.

Organ plays.

She writes.

They say:

She sings:

Night speaks:

They miss

| think it must be something in this line — thougtan’t now see what. Away from facts:

free, yet concentrated; prose yet poetry; a navelaaplay.
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(p-129)
Monday 28 February, 1927

Coming back last night | thought, owning to ciwdtion, I, who am now cold, wet, and
hungry, can be warm and satisfied and listening ktozart 4tet in 15 minutes. And so |

was.

(p.135)
Thursday 5 May, 1927

Nelly away; Pinker [dog] away; Clive coming backp&a in swing; Francis to see me

about writing; fine spring weather.

(p.135)
Wednesday 11 May, 1927

Mary was at the opera, on a hot evening like thiskt of listening to Wagner he (Clive
Bell) said.

(p.139)
Saturday 18 June, 1927

(Concerning Woolf's writing of The Waves)

But it needs ripening. | do a little work on it ihe evening when the gramophone is
playing late Beethoven sonatas. (The windows fidgéeheir fastenings as if we were at

sea.)

(p.153)
Saturday 21 August, 1927

Some little scenes | meant to write down.
One was on the flats towards Ripe one blazing hgt We stopped in a bye road about
3 in the afternoon, and heard hymn singing. It wvexy lonely and desolate. Here were

people singing to themselves, in the hot afternddooked and saw a middle class
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‘lady’ in skirt and coat and ribboned hat, by thettage door. She was making the
daughters of the agricultural labourers sing; isvedoout three o’clock on a Tuesday
perhaps...It strikes me that they hymn singing in filaés went on precisely so in

Cromwell’'s time.
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Volume Four: 1931-1935

(p. 5)
Wednesday 7 January, 1931

We shall play the Grosse Fugue [Beethoven] tonighthel, | daresay, will ring up.

(p- 9)
Wednesday 4 February, 1931

Today Ethel comes. On Monday | went to hear heeaete at Lady Lewis’s...The
rehearsal was in a long room with a bow window loglon...Ethel stood at the piano
in the window, in her battered felt, in her jersad short skirt conducting with a pencil.
There was a drop at the end of her nose. Miss $yddas singing the Soul, and |
observed that went through precisely the sameidétst of ecstasy and inspiration in the
room, as in a hall. There were two young or youmgizen. Ethel's pince nez rode
nearer and nearer the tip of her nose. She sangndvwhen; and once, taking the bass,
made a cat squalling sound — but everything shes deigh such forthrightness
directness that there is nothing ridiculous. Sisedoself-consciousness completely. She
seems all vitalized; all energized: she knocks hat from side to side. Strides
rhythmically down the room to signify to Elizabethat this is the Greek melody;
strides back; Now the furniture moving begins, shgl, referring to some supernatural
gambols connected with the prisoner’s escape, foarde or death. | suspect the music
is too literary — too stressed — too didactic for taste. But | am always impressed by
the fact that it is music — | mean that she has1gpese coherent chords harmonies
melodies out of her so practical, strident mind.athshe should be a great composer?
This fantastic idea is to her the merest commompligs the fabric of her being. As she
conducts, she hears music like Beethoven's. Asstides and turns and wheels about
to us perched mute on chairs she thinks this isitattee most important event now
taking place in London. And perhaps it is. Well watched the curiously sensitive,
perceptive Jewish face of old Lady L. tremblingeli& butterflies antennae to the sound.

How sensitized to music old Jewesses are — howlpliaow supple.
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(The diary notes that Ethel Smyth was rehearsingting of Henry Brewster's poem
The Prison. Elsie Suddaby was a noted soprano ay Lewis was the widow of Sir
George Lewis, and her house played regular hoshtsicians, artists and writers of
the day.)

(p-14)
Thursday 19 March, 1931

Ethel yesterday, very uneasy about her charactet;possible misrepresentations. |
think deluding herself about her own motives inmeuing reviewers: (purely for the
sake of other musicians, women in particular: hathing to lose: have suffered neglect
all my life). ..It seems possible to me that natgaese her everything except the power
of expression in her music: hence the race an@énga and restlessness of her nature:

the one outlet is stopped up.

(p. 29)
Thursday 2 June, 1931

Ethel again...I try to find out what motive lies betiiEthel and her calomel. | think;
(but then I am not a psychologist) that she warggarbe everlasting; that she wants me
to be unhurt by any amount of talk about the Prisbat she wants to have things — to
her own will: that she dislikes other people’seakises which interfere with her vitality;
that she likes to rationalize everything: that shepects, on principle, all shrinking,
subtlety and sensibility...l don’t know. It is verparacteristic, and akin to the methods
she pursues about her music. There too, to expkiack of success, she fabricates a
theory (about her kinship with the common man, had consequent failure to attract
the sophisticated, who control the Ring, so that Baughan Williams and co. are done.
But she not).

(p- 30)
Tuesday 23 June, 1931

Tonight we go to the Gala Opera with ChristabedlIStosting 25/- each.

(p.31)



224

Wednesday 24 June, 1931

Last night we went to the gala opera; sat in tlaflssttwo rows from the stage, with
Christabel and a woman, who came in late, calletyl&bingdon.

(The diary notes: ‘The Gala Performance on 23 Jdneng Sir Thomas Beecham’s
‘Season of Russian Opera and Ballet’ at the Lyc&heatre, consisted of performances
of acts from three operas, Don Quixote, Prince Jgord La Fiancée du Czar, and the
ballet Petrouchka)

(p- 42)
Thursday 3 September, 1931

We listened to a Bach concert with the clouds tantkg purple over Caburn, the light
springing, and the pale cadaverous glow in thekcpél At one moment the brown
horses stampeded — flinging out their great leddlyiThe worst of it is that my brain

fills too fast — overflows.

(The diary notes that the concert was conductedSioyHenry Wood as part of the
Promenade Concerts at the Queen’s Hall and thainBeaburg Concerto No. 2 in F;
Fantasy and Fugue in C minor; and Suite No. 5.@toe and Strings were the pieces
performed.)

(p. 44)
Saturday 19 September, 1931

But O — again — how happy | am: how calm, for themmant how sweet life is with L.
here, in its regularity and order, and the gardahthe room at night and music and my
walks and writing easily and interestedly at Dowhe morning, and poems all about
me.
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(p- 69)
Tuesday 2 February, 1932

But | had such a good visit from Eddy...l assure kieis a phenomenon. Musical. How
| pity him! Forced to live in England with that g# you don’t know the loneliness.
Compare the people atl¢gible]. They talk of cricket golf: in Berlin, they hauaeir
ham and beer and talk of the way the violin pldngs® sharp. Eddy has the duties of his
position — a very great one: very real duties...whas | going to say — He played Der
Wald. He says nobody knows Ethel Smyth till theylheard all this. Who made the
theme? | did. Well it's the pure flower of the romiia movement. And we sat reading

our books and he played and played.

(The diary notes that Der Wald was Ethel Smytht®sd opera.)

(p.77-8)
Tuesday 16 February, 1932

To sit to Nessa; gay and debonair; to tie up pardelthe Busch Quartet where | met
Elena R. and reflected upon the transiency of hubesuty, passion, and illusion; and

S0 up to lunch.

(The diary notes that the concert was a performasfomusic by Brahms, Dxék, and
Beethoven given by the Busch Quartet at the Wigidale)

(p.111)
Friday 24 June, 1932

So to the Zoo: a mist rising; white bears elongditesl E| Grecos: stinking meat held
near my nose: bear bit a boy’s arm off; bears diwvadte explosion; red and yellow

fairy lamps; distant music; the sea lions...
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(p.128)
Thursday 13 October, 1932

It was an odd sight — Desmond with Rachel on his. &verybody stood up...Then a
dribble back of relatives. Then the Wagner weddiragch.

(p.165)
Monday 26 June, 1933

The present moment...doctors, scarlet, purple iresreoor little students in gowns:
so to dine, and read Archibald Marshall’s memoirt anusic; thunder, | dare say; and

so to open my windows, and go up: the moment done.

(p. 172)
Saturday 12 August, 1933

Still, Saturday, | can't focus; am disoriented;eglg; physically tired, but quite calm;
the dear old repetitions soothe me again: L; Pidkaner; tea; papers; music; | have a

dread of ‘seeing’ people...

(p.243)
Saturday 15 September, 1933

| was glad we went to the service on Thursday.d$ & very hot summers day. And all
very simple and dignified. Music. Not a word spokefhey played Bach. Then the
coffin moved slowly through the doors. They shutey played again — Anon., | think:

old music. Yes, | liked the wordlessness.

(The Diary notes that Roger Fry’'s funeral took @aon 13 September at Golder’s

Green Crematorium.)
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(p.247)
Tuesday 2 October, 1934

And we went to Sissinghurst. Vita playing the Graimane at the top of the pink tower.
A blazing day.

(p.284)
Monday 4 March, 1935

Then the concert. How long how little music in litat 1 enjoyed! Beecham’s face
beaming, ecstatic, like a yellow copper idol: sugimaces, attenuations, dancings,
swingings: his collar crumpled...In the artists roafterwards there was Zelie with the
red lips and another ex prima donna and a dissohutgician, all waiting their turn to

plague Beecham.

(The Diary notes, ‘In one of his series of Sundagcerts at the Queen’s Hall, sir
Thomas Beecham, conducting the London Philharmddichestra, included the
Prelude to Act Il of Ethel Smyth’s opera The Wresk®sgether with works by Wagner,

Beethoven, Schubert and Berlioz...")

(p.296)
Tuesday 2 April, 1935

And does Louie cheat? A bill for a chicken thatheel at Christmas again throws doubt
on her. We must have it out about the milk this kvedot a week | want altogether.

Angelica’s concert on Thursday: lagbour Party meeting at Rodmell...

(p-311)
Sunday 12 May, 1935

The dullest day of them all. But we got to [Auggguand we had a room with a bath,
and then went on to] Heidelberg, which is — yesvery distinguished University town,
on the Neckar. The dons and their daughters wesi@dna musical evening. | saw them

tripping out to each others houses with pale bleetBoven quartets under their arms.
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(p.313)
15 May, 1935

Rome. Tea in café. Ladies in bright coats and whdes. Music. Look out and see
people like movies. Abyssinia. Children beggingfé&Chaunters. Ices. Old man who

haunts the Greco.
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Volume Five: 1936-1941

Interestingly, Woolf writes nothing about musidar diary in 1936, but there are many
references to her writing of Three Guineas and Ykars. It is not until 1937 that we
get the first mention of musical entertainment wkiéoolf describes an evening at the
Albert Hall — but this remains the only entry aboutisic for the entire year. There are
only four references to music in the diary from 89Bhere is nothing about music from
when the war begins in 1939 until the last diarynefirom Monday, 24 March 1941 —

four days before Woolf drowned herself in the ri@erse.

(p-99)
Friday 25 June, 1937

All very stagey empty and unreal. Wogan with him am a sling: looked so tragic when
unwatched, so | thought, listening to the Basqudi@n singing on the gramophone.
Robeson sang: a sympathetic, malleable, niggeresgie, uninhibited, all warmth and

the hot vapours of African forests.

(The diary notes that Vanessa Woolf describes Rob@s American singer and actor)
in a letter to Quentin Bell as ‘the real star okthvening — he is superb to look at...and

his voice fits his looks’)

(p-129)
Saturday 12 March, 1938

Hitler has invaded Austria: that is at 10 last midglis army crossed the frontier
unresisted. The Austrian national anthem was hearthe wireless for the last time.

We got a snatch of dance music from Vienna.

(p.152)
Tuesday 21 June, 1938

(During a trip to the Scottish borders she mentimsic in its religious capacity when

she mimics a conversation she overhears betweesooittish ladies.)
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The choir’s beautiful...l hear the prayers the yourgn the music.

(p.155)
Saturday 17 July, 1938

Last night at the Robsons. Old French woman in pkiflack, beautiful eyes playing
Beethoven and looking round like Mitz at Juliettbeir faces playing: voluptuous

absorption and sorrow and exaltation. Lovely breawmmollen cello.

(p.173)
Thursday 22 September, 1938

Yet | was getting into that old, very old, rhythriiregular reading, first this book then
that; Roger all the morning; walk from 2 to 4; bevl to 6.30: then Madame de Sevigné;
get dinner 7.30; read Roger; listen to music; biEdfie’s Candide; read Sigfried
Sassoon; and so bed at 11.30 or so. A very godtimhybut | can only manage it for a

few days it seems.

(p.197)
Monday 9 January, 1939

Rodmell is a grind on the brain: in winter espdyidl write three solid hours, walk 2:

then we read, with intervals for cooking dinner,sisunews till 11.30.

(p.216)
Friday 28 April, 1939

He (Leonard) said | lived more in a world of my awmgo for long walks alone. So we
argued. | was very happy to think | was so muchdadelts strange how seldom one
feels this: yet ‘life in common’ is an immense igalFor instance, | can't go to The

Wreckers tonight with Ethel Smyth because 1. | haligtle temperature: 2: ( and more
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serious) I'd rather stay at home with L. Its no fighting against this. Its one of the

facts.

(The diary notes that The Wreckers was Ethel Sgnahéra and was being performed

for the last time that evening at Sadler’'s Wells.)
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