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 THE SAME JOB: THE SHARED WRITING
 AIMS OF KATHERINE MANSFIELD

 AND VIRGINIA WOOLF

 off
 Ann L. McLaughlin

 "WE have got the SAME job, VIRGINIA," Katherine Mansfield wrote to
 Virginia Woolf a few months after their first meeting, "and it is really
 very curious and thrilling that we should both, quite apart from each
 other, be after so very nearly the same thing."1 Mansfield's announce
 ment of the identity of her writing aims with Woolf s came after Woolf
 had selected "Prelude,"* Mansfield's long story about a New Zealand
 family, to be the third publication of the Hogarth Press.3 Woolf chose
 "Prelude" from half a dozen more conventional stories4 that Mansfield

 lThe Letters of Katherine Mansfield, ed. J. Middleton Murry (New York: Howard Fertig, 1974),
 p. 71. Hereafter, page references to this work will be included parenthetically and abbreviated as KM
 Letters.

 *Woolf wrote Vanessa Bell on April 26, 1917, "I am going to see Katherine Mansfield, to get a
 story from her, perhaps" (The Letters of Virginia Woolf II: 1912-1922, eds. Nigel Nicolson and Joanne
 Trautmann [New York: Harcourt Brace Jovanovich, 1976], p. 150). Hereafter, page references to this
 work will be included parenthetically and abbreviated as VW Letters II.

 '"Prelude" was the third publication of the Hogarth Press and its second undertaking since
 Woolf's story, "The Mark on the Wall," and Leonard Woolf's story, "Three Jews," appeared together
 under the title, Publication No. 1. Two Stories in July, 1917.

 4Mansfield was revising and cutting The Aloe, which she ultimately called "Prelude." It is not
 clear what draft Woolf saw. She may also have seen some of Mansfield's stories which appeared in The
 New Age between April and June of that year: "Two Tuppeny Ones, Please," "Late at Night," "The
 Black Cap," "In Confidence" (not collected), "The Common Round" (collected as "Pictures"), "A Pic
 Nic" (not collected), and "Mrs. Reginald Peacock's Day." Most of these show a resumption of the brit
 tle, satirical style she had used in earlier New Age stories and contrast sharply with the tone of
 "Prelude."
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 had recently completed and later remarked that it was "much the best
 thing she's yet done" ( VW Letters II, p. 248).

 Woolfs confident choice of "Prelude" and Mansfield's exuberant

 sense of their shared purpose mark a moment of extraordinary profes
 sional closeness in an uneasy friendship. Mansfield's feeling that she and
 Woolf were engaged in the "same job" did not last, and Woolf never
 conceived of their closeness in that way. But during the early period of
 their friendship, they discovered that they had both begun to explore
 certain new areas of writing almost simultaneously. Because of Mans
 field's early death at thirty-four, which left her work suspended and her
 artistic vision incomplete, there has been speculation as to what her vi
 sion was and how it might have matured. Mansfield's early relationship
 with Woolf gives us another look at that unfinished vision.

 A consideration of the reasons why Woolf selected "Prelude" and of
 what Mansfield meant by that "same job" she thought she and Woolf
 shared can reveal some of the new areas of thought and experience that
 they were both exploring. Since Mansfield's explorations were cut off
 abruptly by her early death, while Woolfs were allowed to grow, Mans
 field's influence on some of Woolfs later writing bears examination as
 well. We can catch reflected glimpses of Mansfield here and there in
 Woolfs writing which illuminate the similarities that appear in their
 earlier work.

 Although Woolf had produced very little of her major writing by
 the time Mansfield died,5 the similarity of their early visions gave Mans
 field an intuitive understanding of Woolfs aims. But though the
 similarities Mansfield sensed in their work seemed "thrilling" to her at
 first, they were to prove profoundly unsettling since they threatened to
 disturb each writer's crucial sense of her unique vision. Their mutual
 admiration cooled, and each writer was harshly critical of the other at
 times. Nevertheless, Mansfield in particular continued to feel a strong
 professional bond.

 "Prelude" reveals reasons for this early feeling of closeness. If we
 look at it in the light of some of Mansfield's and Woolfs early writing
 and connect it with some of their later work, we can see their mutual

 interests and aims, which increase our understanding of Mansfield's vi
 sion.

 When Woolf selected "Prelude" in the spring of 1917, she probably
 realized that its theme was similar to the theme of The Voyage Out, her
 first novel published two years earlier. In "Prelude" Kezia, a nine-year

 5The fiction works by Woolf that Mansfield knew were The Voyage Out (1915), The Mark on
 the Wall (1917), Kew Gardens (1919), Night and Day (1919), and Monday or Tuesday (1921). Jacob's
 Room appeared in the fall of 1922 after Mansfield had gone to the Gurdjieff Institute, and thus it is
 unlikely that she read it.
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 old girl, begins to move from the security of childhood toward the anxieties

 of the adult world, while in The Voyage Out, Rachael Vinrace, the
 heroine, moves from the innocence of girlhood toward the respon
 sibilities of maturity and marriage. Both works deal with the problems
 of marriage. Linda, Kezia's ill mother, longs to escape her roles of wife
 and mother, and her ambivalent feelings are comparable to ones that
 Mansfield had examined in other stories6 and to ones which Rachael ex

 periences.
 Linda fears and dislikes sex. She thinks of her husband as a New

 foundland dog and wishes that "he wouldn't jump at her so. He was too
 strong for her. . . . There were times when he was frightening—really
 frightening."7 Despite her engagement, Rachael is fearful of sexuality,
 too, and resists the conventional roles of wife and mother she sees

 ahead. Like Linda she feels a bestiality in male lust and imagines that
 "all night long barbarian men harrassed the ship; they came snuffling
 down the passages, and stopped to snuffle at her door."8

 Linda links sexual submission with death when she thinks of her

 husband and wonders, "Why this mania to keep alive at all?" (KM
 Stories, p. 258). She sees herself as a potential victim of male sexuality
 and illness, but Rachael, who dies as a result of a fever she contracts

 during a trip with her fiancé, is an actual victim.9 Woolf would later go
 beyond the theme of the innocent, victimized young woman to create
 more complicated characters like Rhoda in The Waves, who needs the
 victim role, or Sarah in The Years, who changes from a victim to an
 ironic heroine. But the simple victim theme would remain important in
 Mansfield's stories. Linda's illness distorts the marital balance, and this
 distortion, which both writers knew from personal experience, was one
 they continued to explore.10

 6In "The Black Cap," one of the stories that appeared in The New Age that spring, Mansfield
 describes a woman who starts to run away with her lover but is disturbed by his odd cap and returns to
 her husband instead. "Dill Pickle," which appeared in The New Age that fall, concerns a woman's ac
 cidental meeting with a man she had refused to marry earlier and her ambivalent feelings about him.
 Mansfield presents several independent young women who resist the female stereotypes of the romantic
 young woman or the devoted wife in her stories in In a German Pension.

 7The Short Stories of Katherine Mansfield (New York: Alfred A. Knopf, 1941), p. 258. Here
 after, page references to this work will be included parenthetically and abbreviated as KM Stories.

 •Virginia Woolf, The Voyage Out (1915; rpt. New York: Harcourt, Brace and World, 1948), p.
 77. Hereafter, page references to this work will be included parenthetically and abbreviated as VO.

 'This link between sexual submission and death appears in "Die Einsame (The Lonely One)," an
 early unpublished story. In it, a young woman hears a voice calling her from a boat. She swims toward
 it and drowns. As in The Voyage Out, sexual submission is connected with drowning. The story was
 written while Mansfield was a student at Queen's College and was published in the school magazine,
 dated March 1904. Four of the five stories that appeared in the Queen's College magazine remain
 unanthologized, but Queen's College kindly allowed me to xerox them in 1974.

 10Both Mansfield and Woolf focused on the effects a wife's long term illness could have on a hus
 band: Mansfield in "The Man without a Temperament" and Woolf in Mrs. Dalloway and The Years.
 Their common experience of long and serious illnesses and their experience with husbands who nursed
 them was probably another bond between them.
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 The perspective of the neurotic mind that Mansfield portrays in
 Linda was a subject that also interested Woolf. Mansfield shows Linda's
 anguished ambivalence, her paranoia, and her secret despair. Later she
 would depict the manic state in "Bliss," her famous story about a young
 woman who gives a dinner party in a feverish state of awareness and
 realizes at the end that her husband is unfaithful." Woolf would go fur
 ther in the depiction of the manic sensibility in Septimus Smith, the
 suicidal veteran of Mrs. Dalloway.

 Linda's musings over the wallpaper, her memory of her dream
 about her father, her escape fantasy, and her thoughts of "it" suggest
 the interest that Mansfield shared with Woolf in depicting the con
 templative mind. In The Mark on the Wall, Woolf describes her mind's
 wanderings and illogical leaps much as Mansfield would describe similar
 mental movements in her important but unfinished story, "A Married
 Man's Story," which she wrote a year later.12

 Linda is aware of a strange life within the things around her.
 "Things had a habit of coming alive like that. Not only large substan
 tial things like furniture, but curtains and the patterns of stuffs and
 fringes of quilts and cushions. How often she had seen the tassel fringe
 of her quilt change into a funny procession of dancers with priests at
 tending" (KM Stories, p. 234). Linda's awareness suggests the interest
 Mansfield and Woolf shared in the world of things and its relation to
 the human world. In The Mark on the Wall, Woolf describes waking
 from a nightmare to lie, "worshipping the chest of drawers, worshipping
 solidity, worshipping reality, worshipping the impersonal world which is
 a proof of some existence other than ours."13 Similarly, the Married

 1'"Bliss" appeared in The English Review in August, 1918, and Woolf disliked it immediately. "I
 threw it down with the exclamation 'She's done fori' Indeed I don't see how much faith in her as
 woman or writer can survive that sort of story. I shall have to accept the fact I'm afraid that her mind
 is a very thin soil laid an inch or two deep upon very barren rock. For Bliss is long enough to give her a
 chance of going deeper. Instead she is content with superficial smartness; & the whole conception is
 poor, cheap, not the vision, however imperfect of an interesting mind" (The Diary of Virginia Woolf, I:
 1915-1919, ed. Anne Olivier Bell [New York: Harcourt Brace Jovanovich, 1977], p. 179). Hereafter,
 page references to this work will be included parenthetically and abbreviated as VW Diary. Woolf s
 vehemence may belie her unease about a story that moved disturbingly close to areas she was beginning
 to explore: the manic sensibility, "moments of being," and symbolic transformation. The fact that
 "Bliss" appeared in The English Review, a major publication which introduced Mansfield to the general
 reading public, was probably threatening to Woolf.

 12Some of the Married Man's broodings about the accidental qualities of marriage are similar to
 Terrence's thoughts in The Voyage Out (p. 241). Woolf ends The Mark on the Wall with the realiza
 tion that the mark is in fact a snail, an animal that Mansfield used repeatedly to represent the stub
 born, on-going quality of life as opposed to man's ephemeral day dreams. The Married Man interrupts
 his fantasy saying, "But one could go on with such a catalogue for ever—on and on —until one lifted
 the single arum lily leaf and discovered the tiny snails clinging" (KM Stories, p. 610). Mansfield wrote
 Woolf in August 1917, "I simply long to see you. I want to talk too about your Mark on the Wall'
 (KM Letters, p. 68).

 ''Virginia Woolf, A Haunted House and Other Short Stories (New York: Harcourt, Brace and
 World, 1944), p. 45. Hereafter, references to this work will be included parenthetically and abbreviated
 as Haunted House.
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 Man remembers a bond he once felt with things. He describes a mo
 ment in his boyhood when the objects in his bedroom had a new impor
 tance: "Everything lived. . . . The barriers were down between us. . . .
 Now I was taken, I was accepted, claimed. I did not consciously turn
 away from the world of human beings; I had never known it; but from
 that night did beyond words consciously turn toward my silent brothers"
 (KM Stories, pp. 621-622). This fascination with the relation between
 the human and the non-human world that Linda hints at in "Prelude"

 is another of the areas both writers would explore.
 In "At the Bay," the companion story to "Prelude," which appeared

 in 1921, Mansfield returned to that relationship. She framed this second
 story about the Burnell family with descriptions of the sea at dawn and
 evening that must have lingered in Woolf s memory since she wrote
 similar descriptions ten years later in The Waves. "At the Bay" begins,
 "Very early morning. The sun was not yet risen, and the whole of Cres
 cent Bay was hidden under a white sea-mist . . . there was nothing to
 mark which was beach and where was the sea" (KM Stories, p. 263).
 The Waves begins with an echo of Mansfield's second sentence and
 focuses on the same phenomenon of the merging sea and beach or sea
 and sky in the dawn: "The sun had not yet risen. The sea was indistin
 guishable from the sky, except that the sea was slightly creased as if a
 cloth had wrinkles in it."14 Mansfield moves from the dawn silence on

 the shore to the sleeping summer colony where the noise of a shepherd
 passing with his sheep sounds in the children's dreams. Similarly, Woolf
 moves from the growing dawn light on the sea to the house where all is
 "dim and unsubstantial" (Waves, p. 180), just before the children's
 voices begin.

 "At the Bay" ends with a return to the sea. A cloud drifts over the
 moon, leaving the murmur of the sea sound "as though it waked out of
 a dark dream. All was still" (KM Stories, p. 299). In The Waves, the
 italicized final sentence is "The waves broke on the shore" (p. 383).
 Woolf examines this relationship between the human and non-human
 worlds at length in The Waves, The Years, and in the "Time Passes"
 section of To the Lighthouse. But "Prelude" and "At the Bay" suggest
 that Mansfield shared her interest in this relationship.

 Woolf may have felt an affinity between Beryl, the restless young
 aunt in "Prelude," and Rachael of The Voyage Out. Both young
 women are poised at the brink of responsible adulthood, and both
 escape into romantic fantasies. Bored and eager to escape from her
 sister's household, Beryl imagines that "a young man, immensely rich,

 "Virginia Woolf, Jacob's Room and The Waves: Two Complete Novels (1922 and 1931; rpt.
 New York: Harcourt, Brace and World, 1959), p. 179. Hereafter, page references to this work will be
 included parenthetically and abbreviated as Waves.
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 has just arrived from England. He meets her quite by chance. . . . The new
 governor is unmarried. . . . There is a ball at Government House. . . . Who
 is that exquisite creature in eau de nil satin? Beryl Fairfield . . ." (KM
 Stories, p. 230). Feeling lonely and ill at ease at a dance, Rachael fan
 tasizes, "She would be a Persian princess far from civilization, riding her
 horse upon the mountains alone, and making her women sing to her in
 the evening" ( VO, p. 155). The day dreams of young women and their
 inarticulate longings are subjects to which both writers would return:
 Woolf in such characters as Cam in To the Lighthouse and the young
 Kitty Malone in The Years, and Mansfield in "A Young Girl," "The
 Garden Party," and "At the Bay."

 The struggle of the individual to preserve himself within the encom
 passing pressures of the family is one that interested both writers. Woolf
 liked "The Wind Blows,"15 a New Zealand story that Mansfield had
 written earlier that describes a girl who is angry with her mother and
 leaves the house to walk on the windy shore with her brother and fan
 tasize their escape. "Prelude" explores the tumultuous feelings that often
 boil beneath the bland surface of daily family life not only in Linda and
 Beryl, but in Stanley and Alice, the maid.16 Woolf may have been
 fascinated by the child's perspective that Mansfield uses in "Prelude,"
 for, although it is one she had not yet attempted, it would become a
 mark of her fiction.17 In fact, Woolf may have thought of Kezia's mix
 ture of sturdiness and sensitivity when she developed Susan in The
 Waves.

 The juxtaposition of secure routines and pleasant family inter
 course18 with secret hates and escapist longings in "Prelude" is paralleled
 by the children's play which is interrupted by the butchering of the
 duck. The sight of the decapitated duck waddling back toward the

 15"The Wind Blows" appeared in Signature in Oct. 1915 as "Autumn II" and was later included
 in Bliss. Mansfield explained why she had included it in a letter to Murry. "As to 'The Wind Blows' I
 put that in because so many people had admired it (Yes, it's 'Autumn II,' but a little different).
 Virginia, Lytton and queer people like Mary Hamilton and Bertie all spoke so strongly about it I felt I
 must put it in" (Katherine Mansfield's Letters to John Middleton Murry, 1913-1922, ed. John Middleton
 Murry [New York: Alfred A. Knopf, 1951], p. 515). Hereafter, page references to this work will be in
 cluded parenthetically and abbreviated as KM-JMM Letters.

 16Mansfield often describes domestic servants with a compassion, as in "The Lady's Maid" and
 "The Life of Ma Parker," that is akin to the way Woolf describes Crosby, the family servant in The
 Years.

 17Woolf uses the child's perspective in her description of the young Jacob on the beach in Jacob's
 Room, and his excitement at finding the sheep's jaw is similar to Pip's excitement at finding the boot in
 "At the Bay." Other memorable uses of the child's perspective occur in the first episodes of The Waves
 and in the early part of Between the Acts when George is surprised by his grandfather, disguised by a
 newspaper snout.

 l*"One Day," another of the unpublished stories that Mansfield wrote while she was a student at
 Queen's College, shows that her interest in describing the feel of family life goes back to her early
 writing. "One Day" presents a day in the life of a family that is much like the Burnell family in
 "Prelude." Again I am grateful to Queen's College for allowing me to xerox these stories. "One Day" is
 dated July 1905.

 374 MODERN FICTION STUDIES

This content downloaded from 192.80.65.116 on Tue, 15 May 2018 17:10:37 UTC
All use subject to http://about.jstor.org/terms



 pond conveys the sense of horror that can lie beneath harmony. A
 headless duck should be dead, but this duck's body moves: "With only a
 long spurt of blood where the head had been; it began to pad away
 without a sound towards the steep bank that led to the stream. . . .
 That was the crowning wonder" (KM Stories, p. 251). It is also the hor
 rifying wonder as Kezia's screams testify. This almost existential sense of
 the discrepancy between the seeming logic of life and its actual absurd
 ities is one that both Woolf and Mansfield would explore.

 In "The Garden Party," Laura discovers in the midst of her family's
 party that a carter, who lives nearby, has been accidentally killed. She
 feels guilty and awkward as she visits the bereaved family. But when her
 brother questions her about the experience she says, " 'It was simply
 marvellous. . . . Isn't life.' " She begins to ask him, " 'isn't life' —But
 what life was she couldn't explain" (KM Stories, pp. 548-549). Similarly
 in Mrs. Dalloway, Clarissa learns of Septimus Smith's suicide during her
 party, and, like Laura, she is suddenly confronted with the mysterious
 absurdity of life. Alone at her window, she hears the clock striking and
 knows she must return to her party. "But what an extraordinary night!
 She felt somehow very like him —the young man who had killed himself.
 She felt glad that he had done it; thrown it away. ... He made her
 feel the beauty; made her feel the fun."19 Mansfield touches on this
 sense of wonder at the inherent paradox of life in several stories, while
 Woolf explores it at length in her novels.10

 "Prelude" reveals not only similarities in content but similar ways
 in which both writers had begun to think about fiction. "Prelude" is a
 long plotless story that attempts to convey an atmosphere rather than
 present a sequence of events.*1 Mansfield wrote the story in memory of
 her beloved brother who had been killed two years earlier in the war.
 She wanted to communicate a feeling of the family from which her
 brother came rather than to present a realistic portrait. Six years later

 "Virginia Woolf, Mrs. Dalloivay (1925; rpt. New York: Harcourt, Brace and Co., 1925), pp.
 283-284.

 "Although Woolf wrote a friend that she would not read The Garden Party ( VW Letters II, pp.
 514-515), it is the collection that is most frequently reflected in her own work. The parallels between
 "The Garden Party" and Mrs. Dalloivay include the delight both Mrs. Sheridan and Clarissa Dalloway
 take in ordering flowers for their parties. The lack of preparation for Laura's sudden revelation and its
 lack of depth may explain some of Woolf s anger at what she called Mansfield's shallowness and super
 ficiality. She may have felt that such insights were brilliant but was disappointed that Mansfield did
 not develop them.

 "While she was working on The Aloe, Mansfield wrote in her Journal, "I want for one moment
 to make our undiscovered country leap into the eyes of the Old World. It must be mysterious, as
 though floating. It must take the breath. ... I shall tell everything, even of how the laundry-basket
 squeaked at 75. But all must be told with a sense of mystery, a radiance, an afterglow, because you, my
 little sun of it, are set" (The Journal of Katherine Mansfield, ed. J. Middleton Murry [New York:
 Alfred A. Knopf, 1933], p. 44. Hereafter, page references to this work will be included parenthetically
 and abbreviated as KM Journal.) "Prelude" can also be described as impressionistic, and it is signifi
 cant that both Mansfield and Woolf were impressed by the Post-Impressionist Exhibits in London.
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 when Woolf wrote Jacob's Room, she tried to convey a sense of her dead

 brother's rather directionless young life by viewing it from the different
 perspectives of his mother and friends instead of writing a eulogistic
 story.22 Woolf s use of shifting perspectives in Jacob's Room to convey
 the sense of a rather unknown and undeveloped young man is similar to
 Mansfield's use of shifting perspectives in "Prelude" to convey the
 mysterious yet familiar sense of family life.

 Two years later in "Modern Fiction," one of her famous essays,
 Woolf discussed the directions she thought new fiction should take.
 "Life is not a series of gig lamps symmetrically arranged," she said;
 "Life is a luminous halo, a semi-transparent envelope surrounding us
 from the beginning of consciousness to the end. Is it not the task of the
 novelist to convey this varying, this unknown and uncircumscribed
 spirit, whatever aberration or complexity it may display."" In many
 ways "Prelude" creates this "semi-transparent envelope" of life and con
 veys its "unknown spirit." In Linda especially, "Prelude" displays "aber
 ration" and "complexity." Mansfield would pursue the goals Woolf
 defined in such stories as "A Married Man's Story" and "At the Bay."
 But especially after Jacob's Room, Woolf pursued these goals in all her
 fiction.

 Mansfield presents several moments of awareness in "Prelude"
 which resemble the "moments of being," for which Woolfs fiction is
 well known.24 When Linda contemplates the aloe in the driveway and
 thinks suddenly, "How absurd life [is] —it [is] laughable, simply laugh
 able" (KM Stories, p. 258), she has a moment of revelation that is com
 parable to those "moments of being" Woolf developed in her fiction.
 Mansfield did not develop this concept as fully as Woolf, but she ex
 perienced such moments herself, as her Journal shows: "What is it that
 happens in that moment of suspension? It is timeless. In that moment
 (what do I mean?) the whole life of the soul is contained. One is flung
 up —out of life —one is 'held,' and then,—down, bright, broken, glitter

 "Woolfs brother, Thoby Stephen, died of typhoid fever in November, 1906. The discovery that
 both Mansfield and Woolf had brothers who had died young and for whom they both felt compelled to
 write may have deepened the bond between them.

 "Virginia Woolf, The Common Reader: First Series (London: Hogarth Press, 1951), p. 189.
 Mansfield wrote Woolf, "Virginia, I have read your article on 'Modern Novels.' You write so damned
 well, so devilish well" (KM Letters, p. 202). "Modern Novels" was reprinted as "Modern Fiction" in The
 Common Reader.

 "In her introduction to a collection of Woolf s autobiographical writing, Jeanne Schulkind says,
 "The moments of being, sometimes charged with revelations of astonishing intensity, are threaded in
 among scenes, of typical days and occasions, describing the physical environment, the social forces, the
 family and personal attachments and passions, which shape the outer self. The moment of intensity
 may come . . . from something . . . apparently trivial . . . Such a moment for Virginia Woolf is one of
 recognition and then revelation —the value of which is independent of the object that is catalyst —and,
 as such, is very close to Joyce's notion of epiphany" ( Virginia Woolf, Moments of Being: Unpublished
 Autobiographical Writings, ed. Jeanne Schulkind [Sussex: The University Press, 1976], p. 19).
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 ing onto the rocks, tossed back, part of the ebb and flow" (KM Journal,
 p. 150).

 The aloe that Linda envies because, unlike her, it can avoid fre

 quent sexual transactions and can flower only every hundred years
 becomes to some extent her personal symbol. In a sense its "curving
 leaves" which seem "to be hiding something" (KM Stories, p. 240) sym
 bolize her introversion, and its ugly tenacity reflects her continuance as
 wife and mother, despite her deep resentments and her longings to
 escape. Mansfield, and especially Woolf, would go further with this idea
 of a sensual perception that becomes transformed into a personal sym
 bol. In "Bliss," Berthe sees the flowering pear tree "with its wide open
 blossoms as a symbol of her own life" (KM Stories, p. 342). Woolf
 would explore this process of symbolic transformation in detail in The
 Waves and would return to it frequently in her later writing.*5

 The questioning quality of "Prelude" is one that recurs in some of
 Mansfield's stories and in much of Woolf s writing. Mansfield mentioned
 a letter of Chekhov's to Woolf and said, "What the writer does is not so

 much to solve the question as to put the question. There must be the
 question put. That seems to me a very nice dividing line between the
 true and false writer" (KM Letters, p. 229).26 Mansfield puts the ques
 tion in "Prelude" when Kezia moves uncertainly toward adult self
 consciousness. At the end of the story, she inadvertently drops the top of
 Beryl's cream jar. It does not break. "But for Kezia," Mansfield tells us,
 "it had broken the moment it flew through the air, and she picked it
 up, hot all over, and put it back on the dressing table." Kezia tiptoes
 away "far too quickly and airily" (KM Stories, p. 263). Her guilty self
 consciousness, which contrasts with her joyful spontaneity in the garden,
 suggests the complexity of the adult world she is entering and makes us
 question its values and effects. Woolf poses similar questions in The
 Voyage Out when she allows Rachael, the young heroine, to die. We
 are forced to question the process of maturation which leads to guilt
 and self-consciousness or to the meaningless end of a young life. In
 "Prelude," Mansfield avoids neat coherent characters and presents

 "In "At the Bay," Jonathan, Linda's frustrated brother-in-law, compares himself to a trapped
 moth aware of the shortness of life. The image may have helped Woolf define her own moth
 metaphors, particularly in The Waves. Other Mansfield metaphors of insects seem to have influenced
 Woolf. In "The New Dress," Mabel Waring equates her feelings of social insecurity with a trapped fly,
 and Woolf makes a deliberate reference to Mansfield's story "The Fly": "Where had she read the story
 that kept coming into her mind about the fly and the saucer?" (Haunted House, p. 56).

 '•Russian literature was another interest that Mansfield and Woolf shared. While Mansfield was

 writing The Aloe in Bandol, Murry was writing a book on Dostoyevsky. Notes on Dostoyevsky appear in
 both Mansfield's Journal and her Scrapbook. Her thoughts about The Possessed, in particular the secret
 hatred that Shatov's devotion provoked in Marie, may have clarified her own picture of Linda's secret
 desire to present Stanley with little packets of hate (KM Journal, p. 65). Woolf would soon write her
 essay, "The Russian Point of View." Mansfield introduced Woolf to S. S. Koteliansky, the Russian
 writer and critic, with whom they both worked on Russian translations.
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 Linda's ambivalence much as Woolf presents the paradoxical sides of
 Helen Ambrose and St. John Hirst in The Voyage Out: both writers ask
 what character is and how it is formed?

 This questioning quality appears at the end of Mansfield's "The
 Daughters of the Late Colonel." Constantia, the younger of the two
 middle-aged spinsters, hears a barrel organ outside and wonders, "What
 was it she was always wanting? What did it lead to? Now? Now?" (KM
 Stories, p. 483). Similarly, at the end of The Years, Eleanor Pargiter,
 another colonel's daughter, asks "And now? . . . and now?"87 Like
 Beryl, Constantia wonders about her own inarticulate longings, but she
 is also struggling to confront her immediate present: what it holds and
 what it is. Although Eleanor is a far more completed woman than Con
 stantia, her question has a similar echo of lost opportunities for love
 and sex. But she too is peering into the present, pondering what it holds
 and what it means, and, because both women are aging, their questions
 have courage and poignancy.'8

 The professional closeness and the personal friendship that Mans
 field felt she had found with Woolf were clearly important to her. She
 wrote Woolf, "My God, I love to think of you, Virginia, as my friend. . . .
 Pray consider how rare it is to find someone with the same passion for
 writing that you have, who desires to be scrupulously truthful to you —
 and to give you the freedom of the city without any reserves at all."29
 Woolf s feelings about Mansfield were more ambivalent, however. When
 a proof of the first page of "Prelude" was ready, Mansfield went to sup
 per with the Woolfs. The next day Woolf wrote in her diary, "We could
 both wish one's impression of K.M. was not that she stinks like a—well
 civet cat that had taken to street walking. In truth, I'm a little shocked
 by her commonness at first sight; lines so hard & cheap. However, when
 this diminishes, she is so intelligent & inscrutable that she repays friend
 ship. . . . We discussed Henry James, & K.M. was illuminating I
 thought" (VW Diary, p. 58). Woolf continued to feel this mixture of
 condescension and snobbery for Mansfield's background and manners
 along with a genuine respect for her insights and literary sensitivity.50
 But Mansfield, who often kept aloof from others, reveled in the new

 "Virginia Woolf, The Years (1937; rpt. New York: Harcourt, Brace and World, 1965), pp.
 434-435.

 "Another similarity between "The Daughters of the Late Colonel" and The Years is the dead
 mother whose picture —a photograph in the story and a painting in the novel —looks down upon the
 daughters in the living room.

 ""Fifteen Letters from KM to Virginia Woolf," Adam International Review, Nos. 370-375, p.
 19. (Hereafter, page references to this work will be included parenthetically and abbreviated as Adam
 Review.) This quote may indicate that Woolf had been encouraging about the experimental directions
 Mansfield was taking as she revised The Aloe into "Prelude."

 S0Woolf may have felt threatened by Mansfield's sexual experience. She had been married briefly,
 had two abortions, and was living with John Middleton Murry, the young critic and poet.
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 friendship: "I wonder why I feel an intense joy that you are a writer—
 that you live for writing—I do. You are immensely important to my
 world, Virginia" (Adam Review, p. 21).

 Both women respected each other's commitment to writing. Mans
 field wrote a friend that Woolf "does take writing seriously and is honest
 about it and thrilled by it. One can't ask more" (KM Letters, p. 146).
 Woolf wrote her sister, "At least she cares about writing, which as I'm
 coming to think is about the rarest and most desirable of gifts" ( VW
 Letter II, p. 293). Because of delays and experiments with their new
 publishing process, the Woolfs took nine months to print "Prelude."
 Mansfield grew understandably impatient and wrote to a friend, "I
 think the Woolves must have eaten The Aloe root and branch and

 made jam of it" (KM Letters, p. 141).
 During the winter of 1918 and the spring of 1919, Woolf visited

 Mansfield frequently in Hampstead where Mansfield was often confined
 to bed because of her tuberculosis. During these visits they discussed a
 "power of things" (KM Letters, p. 192) from their shared interests in
 writing and contemporary literature, to their mutual friends, parties,
 and gardening. In letters to Woolf, Mansfield described the spring
 beyond her window, the keeping of a writer's notebook, and her kittens'
 family tree. She urged Woolf to come to a party she was giving, and
 when Woolf was unable to attend, Mansfield confessed that one reason

 she had invited her was, "I wanted the small private satisfaction of look
 ing at the party with you" (KM Letters, p. 203). The picture of
 Mansfield and Woolf party-watching accords wich their many descrip
 tions of parties in their writings.

 Mansfield wrote an enthusiastic review of Woolf's Kew Gardens, and

 her concentration on Woolf s description of flowers confirms their
 shared interest in the non-human world. She mentions the straggling
 humans passing by, but says that "The mysterious intricate life of the
 flower-bed goes on untouched by these odd creatures." She added that
 Woolf "with her wise smile, is as indifferent as the flowers to them and

 their ways."51

 The period of closeness in their relationship ended in August 1919
 when Mansfield left for Southern Italy to try once again to find a
 climate that would ease her respiratory problems. That fall Mansfield
 wrote a cool review of Night and Day, Woolfs second novel. Her disap
 pointment in what she felt was Woolfs retreat into a traditional style
 shows how much delight and support she had derived from Woolfs
 earlier more experimental writing.'2 Despite Woolfs irritation at the

 S1"A Short Story: Kew Gardens by Virginia Woolf," Novels and Novelists, ed. John Middleton
 Murry (London: Constable, 1930), p. 37.

 "Mansfield's harshest criticism of Night and Day, however, was for what she felt was its
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 review, she found when they met again that the old feelings of similarity
 and sympathy were still there. "We talked about solitude and I found
 her expressing my feelings as I never hear them expressed ... as usual
 [we] talked easily as though 8 months were minutes.""

 In 1920, however, Woolf wrote a friend that she would not read

 The Garden Party, Mansfield's third collection of stories, because she
 had found Bliss, Mansfield's second collection, "so hard, and so shallow,

 and so sentimental that I had to rush to the bookcase for something to
 drink. Shakespeare, Conrad, even Virginia Woolf' (VW Letters II, pp.
 514-515). The publication of The Garden Party put Mansfield firmly in
 the ranks of the important new young writers, and the insipient jealousy
 that Woolf had felt from the start for Mansfield, who was six years her

 junior, bloomed again. Woolfs accusation of "shallowness" is partly
 justified in some of Mansfield's stories, for frequently Mansfield did not
 delve deeply into a character or a situation, but quickly poured her
 brilliant insights into short pieces of writing and rushed on. Often she
 seemed to move from one story to the next without looking back to
 appraise what she had done or where she was going. The pressures of
 Mansfield's deteriorating health and her precarious finances contributed
 to the feverish rate of her work, especially at the end. Her pace of
 development and the conditions under which she worked were very dif
 ferent from Woolfs. She regarded Woolfs comparative security with
 envy and wrote Murry, "How I envy Virginia; no wonder she can write.
 There is always in her writing a calm freedom of expression as though
 she were at peace —her roof over her, her possessions round her, and
 her man somewhere within call. . . . What have I done that I should

 have all the handicaps" (KM-JMM Letters, pp. 419-420).34
 Mansfield's sickness may have partially released her, however, from

 the immediacy of competition that Woolf felt and allowed her to
 remember their deep professional bond. "I think of you often —very
 often," she wrote to Woolf toward the end. "I long to talk to you. ... I
 wonder if you know what your visits were to me —or how much I miss
 them. You are the only woman with whom I long to talk work. There

 obliviousness to the war and the changes the war had brought. She wrote Murry, "My private opinion is
 that it is a lie in the soul. The war never has been: that is what its message is. I don't want (G forbid)
 mobilisation and the violation of Belgium, but the novel can't just leave the war out. There must have
 been a change of heart" (KM-JMM Letters, p. 380).

 "Quentin Bell, Virginia Woolf: A Biography II (New York: Harcourt Brace Jovanovich, 1972),
 p. 70.

 34Lady Ottoline Morrell, who knew both Woolf and Mansfield well, said that Mansfield had
 always been jealous of Woolf and that the Woolfs had not treated her with consideration. In an unpub
 lished letter, she writes, "She (Mansfield) was jealous of Virginia and also they treated her with little
 respect or consideration. Expected her to walk from the station when she went to stay with them. Now
 you or I wouldn't have minded this, but she did and Murry too was furious for her sake" (Lady Ot
 toline Morrell to Rosamond Lehmann, May 28, 1931. King's College Library, Cambridge). Permission
 to quote the above was kindly granted by Mrs. Julian Vinogradoff.
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 will never be another" (Adam Review, p. 24).55
 When Mansfield died, Woolf examined her reactions in her diary.

 "One feels —what? A shock of relief? —a rival the less? Then confusion

 at feeling so little—then, gradually blankness and disappointment; then
 a depression which I could not rouse myself from all day." She asked
 herself, "How far am I obeying her 'Do not quite forget Katherine'
 which I read in one of her old letters? Am I already forgetting her?"36
 Woolfs writing shows that she did not." Woolf could not complete
 Mansfield's vision;" no one but Mansfield could do that. But Woolfs

 use of some of Mansfield's ideas reaffirms the fact that they shared
 numerous areas of interest in their writing.

 The reasons that Woolf selected "Prelude" and that Mansfield

 believed that they were both engaged in the "same job" are similar.
 "Prelude" reveals areas of writing that they were both exploring such as
 feminine sensibility and the ambivalent feelings that the assumption of
 adult responsibilities can provoke. It reveals the perspective of the child
 and the neurotic person and suggests an interest in the contemplative
 mind. It also deals with inarticulate longings and the tumultous feelings
 that lie beneath the surface of daily life. It reveals a fascination with
 violence within harmony, with atmosphere, and moments of awareness.
 It suggests an interest in symbolic transformation and in the life of the
 non-human world, and it poses questions about what life is and where
 we are going. As we have seen, these are interests and attitudes which
 both writers continued to explore.

 The feeling that Mansfield and Woolf had at different times that
 they were pursuing similar aims proved disturbing to them both.
 Although Woolf resisted the feeling and although it did not last for

 "This is the last of the thirty published letters from Mansfield to Woolf.
 "Leonard Woolf, Beginning Again: An Autobiography of the Years 19111918 (London: The

 Hogarth Press, 1964), p. 205.
 s7Woolf wrote a friend that she was typing out Mansfield's letters to her and added, "She gave

 me something no one else can" (The Letters of Virginia Woolf, III: 1923-1928, eds. Nigel Nicolson and
 Joanne Trautmann [New York: Harcourt Brace Jovanovich, 1976], p. 18). But a few months later she
 wrote far more critically about Mansfield to another friend: "My theory is that while she possessed the
 most amazing senses of her generation so that she could actually reproduce this room for instance, with
 its fly, clock, dog, tortoise if need be, to the life, she was as weak as water, as insipid, and a great deal
 more commonplace, when she had to use her mind. That is, she can't put thoughts, or feelin?s, or
 subtleties of any kind into her characters, without at once becoming, where she's serious, hare . and
 where she's sympathetic, sentimental. Her first story which we printed, Prelude (1918), was pure obser
 vation and therefore exquisite. I could not read her latest" (VW Letters III, p. 59).

 "While Mansfield was at the Gurdjieff Institute, she talked about writing with A. R. Orage, her
 old friend, who had given up his editorship of The New Age to come to the Institute. She told Orage
 that she wanted to write about characters who would embody a "creative attitude" rather than a con
 ventional "dullness or evil." She envisioned characters who would have a dynamism that would "initiate
 and create new attitudes" in readers, rather than merely instruct them in old ones or gratify settled pre
 judices (A. R. Orage, "Talks with Katherine Mansfield," Selected Essays and Critical Writings, eds.
 Herbert Read and Denis Saurat [Freeport, NY: Books for Libraries Press, 1967], pp. 125-132). Bernard
 in The Waves and Eleanor in The Years conform in rather striking ways to these standards Mansfield
 defined for her writing at the end of her life.
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 Mansfield, it is significant. Our examination of "Prelude" in the light of
 both writers' work gives us a sense of the areas of mutual interest that
 stimulated Mansfield to announce that they were engaged in the "same
 job." Our sense of what Mansfield meant by that shared job contributes
 to our understanding of her accomplishments and her aims.
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