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TO THE READERS 
An Editorial Comment on Woolf and Fascism 

If the past (and present?) relationship between women and fascist ide
ology is not analysed, if we do not analyse how and why fascism has 
fooled women . . . then feminism is mutilated; it is suspended without a 
past, like a timeless hot air balloon, and can understand neither what is at 
stake today nor the direction of any future alliance between feminist and 
revolutionary struggle. 

(Macciocchi 67) 
In editing this theme issue of the Miscellany on "Woolf and 

Fascism," I have become more fully convinced that even though 
Woolf's response to fascist ideology is of itself intriguing to us as 
scholars of her work, there is an even more pressing issue-that of 
our response to fascist ideology today. That issue requires, I think, 
that we continue to establish a dialogue with the past, with Woolf, 
to search for the means to benefit society as she might have hoped. 
One of the major concerns of feminism continues to be human 
equality; and an ideology such as that preached by fascist states 
militates against equality, oppressing the "other" whether the 
other is a Jew, a woman, or a person of color. The hot spots of cur
rent world events (Bosnia is an extreme example-hundreds of 
thousands killed and wounded, but even more pointedly, reports 
of the brutalization and mass rape of women and children that 
should be unthinkable in modern society) certainly indicate a 
renewed fascist fervor in the rise of nationalistic feeling, exclusion
ism, racism, and sexism. 

As we know, a concern with equality lay at the core of Woolf's 
feminism as she responded emotionally and intellectually to a 
world in the 30s seemingly overrun by fascism. Scholars such as 
Jane Marcus and Brenda Silver, among others, have alerted us to 
the power of Woolf's political acumen and the "authority" of her 
anger. Jane Marcus writes: "Anger is not anathema in art; it is a 
primary source of creative energy. Rage and savage indignation 
sear the hearts of female poets and female critics" (153). Indeed, 
the complexity of Woolf's arguments in works like A Room of One's 
Own and Three Guineas reveals her awareness of the insidiousness 
of a domestic, fascist ideoiogy-an ideology so pervasive as to 
seduce women into compliance. 

More than 40 years after Three Guineas, in 1979, an Italian femi
nist and Marxist scholar working on fascism published an English 
translation of her article entitled "Female Sexuality in Fascist 
Ideology." Her work may not be as well known to the community 
of Woolf scholars as the work of critics who regularly write about 
Woolf, but what makes Maria-Antonietta Macciochi's essay so 
interesting to me is that she chose to draw upon Woolf for support 
of her argument. Funny, how Woolf, who had been taken as a 
lightweight in Three Guineas by so many of her contemporaries, 
could be called upon in more recent times as the heavyweight 
female thinker on fascism. Macciocchi demonstates her familiarity 
with Three Guineas, with Woolf's indictment of patriarchy and its 
practice of domestic fascism, and with Woolf's potent image of 
feminine complicity, the angel in the house. "In 1940," Macciocchi 
writes, "Virginia Woolf affirmed that the oppression of women 
and the regression represented by nazism have the same roots: 
exploitation" (69). Woolf, Macciocchi correctly recognized, had 
chosen to articulate, at her pOint in history, a discourse of differ
ence; she dared to raise a voice countering the prevalent ideology, 
insisting that women need not continue to be angels in the house. 
Macciochi, referring primarily to Mussolini's conscious crafting of 
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fascist rhetoric and ideology, raises in our time the same vision 
that Woolf had of women having their being identified by men. 
This female being, of course, was always irretrievably "other" and 
inferior. Further, Macciocchi could recognize in the late 70s that 
reactionary, fascist ideology was threatening to be reborn. 

I suspect that we should be no less concerned in our historical 
moment at the fin de siecle than Woolf was in the 30s or Macciochi 
in the 70s, for fascism continues to raise its ugly caterpillar head, 
"Spitting its poison still" among us. Certainly, the issues of women's 
and human oppression and rage at that oppression have not less
ened as we hurtle toward the 21st century, but what other related 
concerns and issues might we articulate in order to participate in a 
rhetoric of difference patterned upon Woolf's? I hope to invite you 
as a community to think about these questions and others like them: 
What other women were there contemporary to Woolf whose voices 
were as timely and as angry, and do they help us to envision a cho
rus of femiitist dissent? Can reassessing Woolf's political stance help 
us revise our conception of modernism and, by extension, our per
spectives on postrnodernism? Where can we place Woolf within the 
discourse of contemporary women philosophers and femiitist theo
rists as they rethink the ideological oppression of women? Can we 
envision the potential for social change by re-examining the radical 
qualities of Woolf's femiitism and pacifism? 

The essays included in this issue each offer such a dialogue 
between past and present. I hope readers enjoy the wide range of 
views on the topic from the perspective of a "common reader" of 
the 30s to the view of Woolf's final work as postmodernist and 
anticipatory of the future; and I hope as well that this discussion 
of such enormous social importance is one that we, as a commu
nity of readers and writers, will continue. 

Merry Pawlowski 
California State University, Bakersfield 
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FURTHER NOTICES TO READERS 
In the context of the current issue, I'd like to refer readers to an 

earlier issue of the Miscellany, Number 20, Spring, 1983, which was 
a theme issue on Woolf and politics, edited by Peter Stansky. 
Three interesting essays-by Quentin Bell, Susan Groag Bell, and 
Selma Meyerowitz-are well worth revisiting. Please take note as 
well of the three sessions on Woolf at the upcoming MLA 
Convention in San Diego. Jim Haule's session brings Woolf into 
the computer age, Sally Greene's explores Woolf's connections to 
the Renaissance, and my session on Woolf, fascism, and commu
nity promises to engage you in the continuing dialogue on these 
issues that r call for in my editorial. (for details, see p. 8) 

J.J. Wilson will take the helm once again as editor for the next 
issue, and the deadline for submissions is March 1,1995. Georgia 
Johnston will guest edit the Fall 1995 VWM. Her theme is autobiog
raphy and biography, and she welcomes any approach- archival, 
psychoanalytical, new historical, cultural, etc. Submissions should 
be brief, 600-800 words, and the deadline for copy is September 1, 
1995. Send to Dr. Georgia Johnston, Department of English, St. Louis 
Univ., 221 N. Grand Blvd., St. Louis, MO 63103. 



THE VIRGINIA WOOLF SOCIETY COLUMN 

Greetings and Salutations from nearly the top of the world-upstate 
New York Welcome to all new members; I have not been able to do a head 
count, but will report in the Fall Newsletter, which I so rashly offered to 
create. Thank you to those who sent along donations with their dues. The 
pence and I;lOunds will help with all manner of things. I am processing the 
many inquIrIes and new member materials; so you all wifl be receiving 
material shortly. 

This year has been an exciting one with the discovery of the four Woolf 
letters tucked away in Vita's desk at Sissinghurst. !fyou have not received 
your special edition of the Miscellany on this discovery with the text of the 
letters. please drop a note to me or J.J. and we'.ll send you a copy-in beau
tiful blue. The Bard conference was rela~ed and informative; the setting all 
the Hudson River School could have Wished. I have noticed that not only 
do Woolf gatherings tend to revel in good food, laughter, and good talk, 
but the. sp.aces and ~lac:s are gracious, welcoming, and soul satisfying. 
Otterbem m Westerville IS another such place, spacious an.d also embrac
mg, a.campus that comes close to the idyllic, with lovely redbrick buildings 
and rIch greenswards shaded by magificent old trees. The Conference has 
found another fine place. . 

The Virginia Woolf Society of Japan sends greetings and an announce
ment of their annual conference to be held October· 29th at Obirin 
University in !okyo. The meeting ~ill center on the relationship among 
Woolf, LafcadIO Hearn, and Katherine Mansfield. A symposium will con
sider "N:w Trends of .Woolf Criticism: Reading To The Lighthouse." Special 
guest Will be Mr . NIcholas J. Midgery, a visiting lecturer at Tokyo 
UnIversity. His talk is entitled" 'Rattigan Glumphobo': Love Letters from 
Derrida to Woolt.:' The proup is editing the lIth issue of The Virginia Woolf 
ReView to be publIshed m October. They are sendmg me a copy, and I will 
mclude a table of contents in the January newsletter. 

Society MLA Session in San Diego: Virginia Woolf: Constructs of 
Community in the Contexts of Fascism organized by Merry Pawlowski. 
Tuesday December 27. 5:15-6:30 p.m. 

. ~~per.s : 1.. Revising Freud's Masterplot: Sexuality, Violence, and 
C~vlhzahon In Between the Acts." Christine Froula . 2. "Defying the 
Dlc(k)tators from F~,eud to Fa~cism : Virginia Woolf. and Penis Mockery." 
Vara Neverow. 3. CommunIty as OppositIOn: VIrginIa Woolf's Anti
Fascist Discourse." Jessica Berman. 4. "Bodiless Heads Vs. Headless Bodies: 
Virginia Woolfs Community of Rational Individuals in the Context of the 
Fascist State." Molly Travis. 
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Woolf in the Age of Computers and Microfilm: Organized by Jim 
Haule. Wednesday December 28, 3:30-4:45 p.m. 
. Papers: 1. "Woolf Wired: E-text in the Classroom." Carol S. Long. 2. "A 

Bloomsbury Multimedia Hypertext." Joan Benson and Laurie Dickinson. 3. 
"ComI?u~e~ Collation & Cens?rship Iss';!es i~ Roger Fry." Diane Gillespie. 4. 
The VlrgtnIa Woolf ManUSCrIpts on MIcrofilm." Lorie Freed, RPI. 5. "Arts 
Computing." Paul Smith Jr. 6. Roger Fry: Biography & Biliography in the 
Age of Microfilm." Panthea Reid. . 

MLA Special Session: "Virginia Woolf: Renaissance Woman" orga
nized by Sally Greene. Tuesday December 27, 9:00-10:15 p.m. 

Papers: 1. "Laura at the Crossroads: Woolf's Anti-Petrarchan Position in 
A Room of One's Own ." Rebecca Laroche. 2. "From Orlando Furioso to 
Orlando: Reconfiguring the Ground of Gender Identification." Pauline 
Scott. 3. "Virginia Woolf Essaying the French Renaissance: The Case of 
Montaigne." Dudley Marchi. 

The Fifth Annual Woolf Conference will be at Otterbein College, June 
15-18, 1995. The theme is " Virgina Woolf: Text and Contexts." Beth 
Daugherty is organizing with, she says, the enthusiasm and the assistance 
of all of us. See Call for Papers, p. 7 for details. 

The Sixth Annual '(96) conference is still slated for Clemson in South 
Carolina, under the aegis of Wayne Chapman. And Diane Gillespie is con
~idering the possibility of the 97 conference being held at Washington State 
m Pullman. Melba reports Diane is worried about distance and expense. 
Responses from members? . 

DUES: Please send in dues if yo~ haven't yet. If you have not yet 
received your copy of the Annual BiblIography and Membership Directory 
please drop me a note. A few of you fell off the mailing list and so received 
your .materials late, or I had to re-send. Dues are $15 for regular members, 
$7.50 is for students, the retired, and unemployed. 

Please continue to send me items for the Annual Bibliography. On a 
~ore personal note, thank all of you for the notes of approval and sugges
tion, as ~ell as mformatlon. You may have noticed that the Society busi
~ess continues to be a movable feast. for the first time in eons, I took a vaca
hon and "Yoolf came along. The Directory and Bibliography were mailed 
from Provincetown, a place Woolf would have loved and cracked wit on. 
Many thanks go to the women in the post office there who helped with 
labelIng and stamps, and to the people at the Watership Inn who gave up 
thier gathering room to the labeling of Woolf Society envelopes, and who 
wanted to talk about Woolf. 

Denise M. Marshall , Secretary !Treasurer, SUNY-Oswego 
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An Archbishop, from Three Guineas 

HOW IT STRUCK A COMMON READER OF THE 1930's 
Those of us who became addicted to the written word in our 

youth have no choice but to start off as what Virginia Woolf called 
"common readers." Her definition of such a person depicts him or 
her as too untutored and insufficiently gifted to qualify as a critic or 
a scholar. In her words, "He reads for his own pleasure rather than 
to impart knowledge or correct the opinion of others. Above all he is 
guided by an instinct to create for himself some kind of whole .. :' 
(CR 11) One might add that for the young common reader this 
desired "whole" may be merely a simple construct of a world, a sort 
of basic blueprint to assist him or her in the business of growing up. 
. Certainly some of my school friends and I were looking for noth
mg more complex when we became avid Woolf readers in the early 
1930's. Of course, we did not limit ourselves to that author alone; we 
also rambled through some works of Joyce and Stein, a good deal of 
Lawrence, Huxley, Eliot, and various others now almost forgotten. 
However, Woolf was the writer whom we most enjoyed. 

Not that as adolescent readers we were especially perceptive or 
possessed of some extraordinary analytic powers; far from it. The 
explanation of our enjoyment was much simpler. Because we 
started early, we learned to read adult novels from The Voyage Out 
and from Jacob's Room, just as we learned to read adult essays from 
The Common Reader and from A Room of One's Own. Thus, it never 
occurred to us until we were told (and by then we refused to listen) 
that Woolf was possessed of some bizarre, highbrow point of view 
or some wayward, incomprehensible style. We assumed her novels 
to be perfectly normal examples of the genre, and her essays to be 
sound, amusing expressions of useful ideas. So we sat back and 
savored both, unaware that in our enthusiasm, the author's views 
were becoming our views, her politics, our politics, at least insofar 
as we were able to follow the dart and flash of her agile mind. To 
us she was simply someone to whom we owed allegiance as a 
trustworthy interpreter of our world. 

-2-

As I listened to Blanche Wiesen Cooke's talk on Eleanor Roosevelt 
at the VW Conference this June, I was reminded how we used to trust 
that courageous woman in much the same ' way for her intelligent 
promotion of contemporary projects. As Bryn Mawr students, we 
remembered especially how she supported the College's innovative 
summer school for women factory workers, not only with campus 
visits, but by countering charges of radicalism brought against it. 

Perhaps the strength of our admiration for such personalities as 
Eleanor Roosevelt and Virginia Woolf back in the 30's can be 
explained by the fact that there were few rational minds in evidence. 
Today, taken up with our own problems, we tend to forget what a 
tumultuous era it really was, intellectually and politically. Objective 
inquiry seemed to be giving way to partisanship which was as 
erratic as it was extreme. Socialists and other liberals in many parts 
of the globe were watching their idealistic programs cruelly per
verted by the very leaders who initiated them, while conservatives 
had to witness their stance contorted into a justification for dictator
ship, torture, and genocide. Of course, this was not a sudden change; 
it rose like an undetectable but insidious tide throughout the decade, 
gradually obliterating our confidence in rational debate. 
. Watching the res.tless behavi~r of some of our favorite literary 

fIgures was unnervIng. T. S. ElIot, with whom we had spent so 
much time traversing the wasteland, suddenly leapt into the arms 
of the Anglican Church, becoming as remote as the image of some 
pale EI Greco saint. More troubling was the behavior of the 
beloved Yeats who abruptly decided in 1933 to support General 
Eoin 0' Duffy and his Irish Fascist Party, the Blue Shirts. Even 
though the poet's support was short-lived, he composed some 
rousing, marching songs for the bully boys in blue. 

The Hungarian writer Arthur Koestler is another excellent 
example of the fluctuating political climate of that time. A convert 
to the Party in 1931, for some years he preached Communist doc
trine as the only hope of the world. Eventually, after he became 
totally disillusioned with his newfound "salvation," he made his 
way to the Civil War front in Spain where he became a correspon
dent for a British journal, and, after obtaining British citizenship, 
set about writing his famous DarknessJ1t Noon, an expose of the 
Russian purges of the 30's and an overwhelming condemnation of 
the entire Communist experiment. 

Other examples of such volatile political alliances come to mind 
as well, for instance Lindbergh's advocacy of the Nazi regime even 
as refugees fleeing German persecution began to arrive in London 
and New York. Another is the peculiar dalliance Winston Churchill 
and Harold Nicolson carried on with Sir Oswald Mosley's New 
Party, a Fascist front in England. Fortunately, the affair was brief. 
The Spanish Civil War seemed on the other hand to drag on and 
on. Many of us of college age knew someone personally who 
joined the conflict, full of hope and sympathy for the Loyalists, 
only to see the Communists sent in by Russia to destroy the 
Loyalist Party from within, while the Pope himself, along with 
Hitler and Mussolini, supported Franco's Fascist atrocities every 
step of the way. At the war's conclusion, only a profound cynicism 
prevailed in the public consciousness, and for those who dared 
think at all, a sense that war drives all of its participants insane. 

In the eerie political tension that enveloped the end of the 
decade, Woolf was one of the few who dared speak with the voice 
of reason. We, who read her words with such a different sort of 
purpose now, cherished them. We longed to think her pacifist 
arguments could have some influence on the impending debacle, 
accepted by so many as a foregone conclusion. 

Still, whatever our shortcomings, my contemporaries and I, as 
common readers, are grateful, though we can contribute nothing to 
the vast rivers of scholarship which currently flow over her work, 
that we once read her essays and her novels as we did, bumbling 
along with youthful enthusiasm and making of each one what we 
could. Today because those works speak to us with such clarity of 
another time, another place in our lives, their value to us grows 
year to year. Most of all, we rejoice to see the writer we have trea
sured for a lifetime receive the recognition so rightfully hers. 

Isota Tucker Epes 
6307 Hanover Avenue, Richmond, Virginia 23226 
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Line of Academia, from Three Guineas 

THE ANTI-TYRANNY AESTHETIC 
OF BETWEEN THE ACTS 

In 1939 Virginia Woolf describes writing in war terms: "the 
only contribution one can make-This little pitter patter of ideas is 
my whiff of shot in the cause of freedom" (A Moment's Liberty 
Sept. 6, 1939). In order to write among the paradoxes of her life in 
1940, Woolf-a feminist in patriarchal England, a loyal citizen and 
anti-fascist witnessing Britain's increasing nationalism, and an 
international artist in a gradually fragmenting world-had to 
invent an artistic battle planthat would counter the strategies of 
Hitler's nationalistic aesthetic. In his speech inaugurating the 
"Great Exhibition of German Art 1937," Adolf Hitler opposes the 
developing internationalism of modem art, calling for "the artist 
to erect a monument, not so much to a period, but to his people" 
(476). In addition, he calls for art to be represented in a "clear and 
simple manner" (479). Woolf, of course, was well aware of Hitler's 
policy: "And finally there is the voice which many artists have 
already heard and had to obey-the voice which proclaims that 
the artist is the servant of the politican" ("The Artist and Politics" 
232) . The narrative form of Between the Acts exhibits an acute 
awareness of the precarious ties between authorship and author
ity. Through silence, shifting connotations, and parody, Woolf 
offers a kind of meaning, while resisting the prescriptive, "clear," 
absolute truths or rules that feel too much like fascism. 

Because she regards the fascism that the males of her society 
fight as an ironic extension of the tyranny British women have been 
fighting at home since the nineteenth century, she calls for a new, 
female contribution to peace: "we can best help you prevent war 
not by repeating your words and following your methods but by 
finding new words and creating new methods" (Three Guineas 143). 
Woolf's attempt to create new methods in Between the Acts tran
scends the dictatorial language of the existing political and intellec
tual power structures. Since the words "dictator" "derives from a 
fundamental perception of the relationship between an abuse of 
language and the will to dominate by force," Woolf parodies words 
(dictio) with meaningful silence Uoplin 90). Characters repeatedly 
communicate through silent intuition; the intervals and gaps in the 
pageant cause the audience to seek meaning; Woolf presents mean
ing to the reader through metaphor, through a text without transi
tions, and through the sounding of the unsaid and not-present. 
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As she plumbs the silences, Woolf also unearths female origins of 
power and endurance in myth. For example, swallows appear 
throughout the pageant unremarked on, but silently invoking the 
powerful story of Philomela and Procne. The pervasive presence of 
female mythology in Between the Acts' offers an alternative source of 
identity to the villagers, who repeatedly seek traditionally patrilinear 
structures of nationalistic, familial, and ethnic origin. Notably, Woolf 
identifies these tendencies toward fascism and racial purism not in 
Italians or Germans, but in her English characters. 

As the oldest representative of the British, male establishment, 
Bart Oliver's "separatist" personality seems a warning against the 
militaristic nationalism growing in England (118). Bart calls to his 
dog "as if he were commanding a regiment," and imagines that he 
rules "savages" with a gun (12, 17). Lest we ascribe dictatorial 
qualities only to Bart though, Woolf also casts a dictatorial hue 
over her artist, Miss La Trobe. Before the pageant begins: "she had 
a look of a commander pacing his deck . .. " (62) . Miss La Trobe 
hopes that the audience will receive the meaning that she intends; 
when the audience responds inappropriately, she classifies the 
pageant as "another damn failure": "She hadn't made them see" 
(98, my emphasis). 

Through the parallel dictatorial characteristics of Bart Oliver 
and Miss La Trobe, Woolf offers, but does not dictate meaning. If 
the reader chooses to compare the two characters, she will extract 
her own meaning. The dictatorial artist parodies any artist's, 
including Woolf's, wish to impart meaning to the audience. At the 
same time, La Trobe's similarities with Bart encourage the reader 
not to trust the playwright's evaluation of her own pageant's suc
cess. Woolf tempts us into trusting La Trobe's reading because we, 
like the community audience in Between the Acts, want to believe in 
both the artist's vision and judgment (especially after knowing 
Lily Briscoe). Woolf parodies her readers· successfully, judging by 
the number of critical studies that fall in line with Miss La Trobe's 
interpretation of the pageant. Woolf's method-not exactly a cre
ation of foils, but a modulation of labels like "dictator" through 
antithetical characters-does not obliterate meaning, but gives the 
reader responsibility for interpretation. 

Though Miss La Trobe seems unaware of the success of her 
pageant, in its genre messiness, parody, gaps, and silences lies its 
possibility not just for success, but for existence. While Hitler calls 
for art that reflects "the one outstanding racial core," the villagers 
in Woolf's English town cannot identify La Trobe's ethnic origin, 
fix her sexual orientation, or locate her geographic home. By plac
ing both the pageant and Miss La Trobe outside of the realm of 
easy answers and dictated meaning, Woolf reveals both the fic
tional audience's and the reader's dangerous desire for the abso
lutism that fuels fascism. 

Between the Acts is Woolf's contribution to peace, her criticism 
of dictatorial tendencies in society, the artist, and the audience. 
The participants in the theatre of the pageant have the potential 
either to act in the theatre of war, or to act the unacted part
peace. Though critics have read Between the Acts as indicative of 
Woolf's suicidal despair, I argue that the novel bravely carves out 
a role for the artist, expressing Virginia Woolf's belief in art's 
potential to construct a non-oppressive community by tapping 
into the powerful paradoxes of life in 1940. 

Elizabeth Dolan Kautz 
University of North Carolina at Chapel Hill 

1. For excellent docwnentation of these matriarchal myths, see Eileen Barrett, 
"Matriarchal Myth on a Patriachal Stage: Virginia Woolf's Between the Acts." 
Twentieth Century Literature 33.1 (1987) 18-37. 
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"The Banner Raised!" Reprinted from Klaus Theweleit, Male Fantasies: 
Volume 2. Minneapolis: University of Minnesota P, 1989. 

BETWEEN THE ACTS OF MODERNISM 
AND POSTMODERNISM 

Virginia Woolf's final novel, Between the Acts, reveals her rejec
tion of the modernist belief in the unifying purpose of art. While 
much of her previous work reflected a struggle to find unity 
beneath the multiple and contradictory nature of existence, with 
the rise of fascism and the exaltation of war on both sides, Woolf 
saw unity as an increasingly dangerous project. Between the Acts 
warns against the unity advocated by modernism, for such unity 
serves the fascist agenda. Rather than a modernist rewriting of his
tory, this novel can be seen as postmodernist in its examination of 
systems of power, and its portrayal of the necessarily fragmented 
nature of experience.' 

Written under the pressure of the momentous early days of 
World War II, Between the Acts reiterates the critique of the British 
"fascist dictator at home" presented in A Room of One's Own and 
Three Guineas. Set on the day the Nazis invaded France, the novel 
depicts a country pageant, written and directed by Miss La Trobe, 
which reveals the repetition of tyranny and imperialism through
out British history. As the pageant unfolds, La Trobe urges her 
audience, and Woolf urges her readers, to see their complicity in 
war and fascism. 

Focusing La Trobe's pageant on human relationships through
out British history (rather than on wars and battles), Woolf shows 
how the ideology of fascism is kept alive at home. For example, 
the scene which depicts the Victorian era contends that what 
Woolf elsewhere called "subconscious Hitlerism" is a consistent 
part of British history.' The "eminent, dominant Victorian consta
ble, traditionally a central and respected figure in British society, 
says he rules with his truncheon over all aspects of life: from 
drink, to dress, to cot, to kitchen. "That's the price of Empire; 
that's the white man's burden," he concludes.' In this characteriza
tion, Woolf illustrates the totalizing narrative of British history 
based upontyranny. 
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But not only the policeman embodies fascist principles. Woolf 
believed that potentially all British citizens supported a system 
based on tyranny and war; she was particularly concerned about 
the role the artist played in supporting such values. In Between the 
Acts, Woolf rejects the modernist beliefs in art as unified and the 
artist as unifier; such artists and artwork too easily serve the 
agenda of fascism (witness the work of Pound and Marinetti). 
Woolf suggests that art should no longer be a complete, modernist 
mi,rror. This suggestion is revealed in the final scene of Miss La 
Trobe's pageant: the characters return to the stage holding pieces of 
mirrors which reflect fragments of the audience. The audience is no 
longer a group unified by the pageant which they have witnessed; 
they are fragmented, shattered by the multiple mirrors that reflect 
them. Woolf implies that to fight the unifying, potentially fascistic 
nature of modernism, we must resist unity, and shatter the mirror. 

But in shattering the mirror, Woolf has not fOlUld a complete 
solution to her dilemma. For though the image of the audience is 
shattered, its members and the performers before them are all impli
cated in the unity of fascism. "Before we part'; states La Trobe as the 
actors flash their mirrors, let us "calmly consider ourselves .. . . 
Consider the gun slayers, bomb droppers here or there. They do 
openly what we do slyly" (188). Miss La Trobe's closing remarks 
overtly express Woolf's postrnodernist message: we are inescapably 
complicit with systems of power and war. Indeed, much of Virginia 
Woolf's despair towards the end of her life may be attributable to 
her belief that artists were not exempt from this complicity. It was 
not easy for Woolf to commUnicate the virtues of a shattered mirror 
to readers who still sought lUlity. Caught between the acts of mod
ernism and postmodernism, Woolf struggled to find a way to com
municate without offering a totalizing vision. Woolf's anxiety that 
her audience misunderstood her efforts is reflected in the way Miss 
La Trobe's audience misinterprets her "scraps, orts and fragments" 
of history as yet another glorification of the connectedness of people 
throughout time: "Surely, we should unite"(192), responds the 
Reverend Streatfield at the pageant's close.' In a darkly ironic 
response to the Reverend's call for unity, a formation of war planes 
flies overhead as he speaks. The sanctified call for unity is a call for 
war, for oppression, for suffering. And with this final act, Woolf 
leaves us with a very postmodern question: How do we speak 
clearly, how do we communicate, when clarity and lUlity are tools 
of such suffering? 

Marlowe A. Miller 
University of Massachusetts, Lowell 

NOTES 
1. For more on Woolf and postmodemism, see Caughie, Pamela L. Virginia Woolf 
and Postmodernism. Urbana and Chicago: U. of Illinois Press, 1991. Also see Waugh, 
Patricia. Feminist Fictions: Revisiting the Postmodern. London: Routledge, 1989. 
2. Woolf, Virginia . "The Artist and Politics" in The Moment and Other Essays. 
London: The Hogarth Press, 1981. 
3. Virginia Woolf. Between the Acts. San Diego: Harcourt Brace Jovanovich Publish
ers, 1941 (162-163). All other references to this work are in the body of the text. 
4. It is appropriate that the audience sees the pageant as a call for unity, for 
Woolf's audience too was increasingly in favor of a unified British front at war 
with the Nazis (even Leonard Woolf advocated war). See Alex Zwerdling, 
Virginia Woolf and the Real World. Berkeley: University of California Press, 1986. 

CONFRONTING FASCISM IN THE "HOME OF 
FREEDOM:" VIRGINIA WOOLF'S THREE GUINEAS 
AS FOUCAULDIAN RESISTANCE 

While England watched with horror as fascism began to spread 
in Europe, Virginia Woolf turned her critical eye upon her own 
country, uncovering the workings of fascist ideology in the most 
local, private, and intimate location possible: the British home. In 
Three Guineas, Woolf describes the disciplinary power exercised 
over women in this "home of freedom," and claims that British 
women are. "fighting the Fascist or the Nazi as surely as those who 
fight him with arms in the limelight of publicity" (Three Guineas 
53). In claiming that British women of the late 1930's confronted 
fascism in the domestic power relations of their homes, Woolf 
challenges our traditional conceptions of both the locations of fas
cist power and the forms of resistance to that power. 



The method of resist'lnce Woolf proposes to battle the subtle 
workings of fascism in England takes the form of an unstructured, 
amorphous "Outsiders' Society." Critics have often viewed Woolf's 
Outsiders' Society as a contradictory proposal that is impractical 
and idealistic. However, Michel Foucault's explications of power 
and resistance provide a framework that 'lllows us to recognize 
Woolf's Outsiders' Society as a practical and legitimate form of 
resist'lnce to the power relations she describes. I am in no way 
claiming that Foucault legitimates Woolf's politics; rather, I wish to 
take advantage of Foucauldian thought to clarify Woolf's under
standing of fascism and her political agenda in Three Guineas. 

In Three Guineas, Woolf's 'lppro'lch to the question of how 
women can help to prevent war leads her away from a tradition'll 
discussion of government and politics to an analysis of domestic 
power relations. The term 'War: then, quickly becomes both the 
epitome of the disciplinary power network in Woolf's society and 
the logical outcome of the societal power structure. Like 'War' the 
term 'Fascism' also becomes emblematic of subtle yet pervasive 
power relationships in society. In Three Guineas, Woolf contends 
that the social structure that privileges patriotism, nationalism, 
competition, and male dominance makes the presence of fascism 
inevitable. Woolf discusses the "atmosphere" of England, and dis
covers that the "egg" of fascism exists in British homes and institu
tions, causing England to have "in embryo the creature, Dictator" 
(53). Woolf's conception of "atmosphere" is an elusive ideological 
framework that has no centralized dictatorial figure and is unrec
ognized by those under its influence. She writes, "atmosphere is 
one of the most powerful [influences] partly because it is one of 
the most impalpable of enemies" (Three Guineas 52). Like 
Foucault's "regime of truth," Woolf's "atmosphere" is only recog
nizable after a close analysis of the relationships between power, 
knowledge, and discourse. 

In subject matter and methodology, there are several funda
mental similarities between Woolf's project in Three Guineas and 
the Foucauldian genealogy. Both Woolf and Foucault focus upon 
local and intimate operations of power and discipline rather than 
upon the larger state apparatus, a focus which leads them to ana
lyze power relations in the private and public realms of the school, 
the militia, the church, the professions, and the home. In addition, 
both Woolf and Foucault identify the mind and body as the targets 
of disciplinary training and concern themselves with the effects of 
power upon the formation of subjectivity. 

Despite these hmdamental similarities, Woolf and Foucault dif
fer in the emphases of their investigations. Recognizing that the 
woman's "position in the home of freedom has been different 
from her brother's" (Three Guineas 9), Woolf makes allowances for 
gender politics and accounts for gender-specific forms of disci
pline. Foucault, on the other hand, self-admittedly leaves women's 
issues "hesitant" and "not yet fully crystallized" in his work 
(Power/Knowledge 192), a point which has given rise to criticism 
from feminists.' 

Woolf's Outsiders' Society bridges the gap between feminism 
and Foucauldian analysis because, while it is a method of resis
tance specified for the women of Woolf's class, it bears striking 
similarities to the form of resistance Foucault advocates in The 
History of Sexuality, Volume I. For Foucault, any mass-movement to 
alter society would result in merely imposing one power structure 
to replace another, thus propagating the existing traditions of 
power. In Three Guineas Woolf avoids joining a peace society for 
the same reason, claiming that such organized revolts smooth over 
difference and "score still deeper the old worn out ruts in which 
society, like a gramophone whose needle has stuck, is grinding 
out with intolerable unanimity" (Three Guineas 105). 

For Foucault, revolt must take the form of a "plurality of resis
tances" existing in the same local, intimate, and diverse locations as 
the power it counters (History of Sexuality 95-96). In Woolf's refusal 
to relinquish difference and in her promotion of an unstructured 
and "elastic" Outsiders' Society, she proposes a form of social 
activism paralleling Foucault's "plurality of resistances." Woolf's 
method of resistance does not cohere into a traditionally structured 
rebellion; rather, Woolf's Outsiders' Society-without hierarchy, 
treasurer, funds, office, meetings, and conferences-emphasizes 
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plurality and difference. It is precisely in Woolf's description of the 
Outsiders' Society that Woolf most closely parallels Foucauldian 
thought. Finally, both Foucault and Woolf advocate practical and 
diverse forms of resistance, which is the most logical manner to 
combat the type of pervasive disciplinary power they uncover. As 
such, Woolf's Outsiders' Society is not a naive, contradictory politi
cal agenda, but a penetrative, ramified approach to subverting fas
cist ideology in its most domestic realm of operation. 

Michael R. Olin-Hitt 
Mount Union College 

1. See Irene Diamond and Lee Quinby's introduction to Feminism and Foucault for 
a brief discussion of the mixed reception Foucauldian methodologies receive 
from feminists . 
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HAM, BACON, AND SHELLFISH: 
VIRGINIA WOOLF AND ANTI-SEMITISM 

How do feminist scholars respond to anti-Semitism when they 
encounter it in the works of the same women writers who argue 
vehemently for women's rights? I grow less comfortable with 
scholarly neglect of this bigotry as female authors attain larger 
audiences in both British and American journals and classrooms. It 
is the purpose of this essay to confront and to contextualize 
Virginia Woolf's anti-Semitism and to show that she was not alone 
in her views among English women writers of the pre-war period. 



Virginia Woolf seemed to think that having a Jewish husband 
gave her license to make the severest statements about him and his 
family. Her letters are replete with anti-Semitism. After Leonard 
proposes, Virginia writes to him that "possibly, your being a Jew 
comes in also at this point. You seem so foreign" (1:496) . She 
describes him in one letter as "a penniless Jew (1:500) and in 
another says, "First he is a Jew: second he is 31" (1:502). To a 
friend, she describes the scene at tea when Leonard took her to 
meet his widowed mother and siblings: 

'What? Ham sandwiches for ten?' 
'Not Ham: potted meat. We don't eat Ham or bacon or Shellfish 
in this house: 
'Not Shellfish? Why not shellfish?' 
Because it says in the Scriptures . .. . ' 
It was queer. (1:502-3) 
Seventeen years later, Woolf confides to Ethel Smyth: "How I 

hated marrying a Jew .. . their nasal voices, and their oriental jew
ellry, and their noses and their wattles-what a snob I was" 
(IV:195-96). Leonard Woolf was a graduate of Cambridge and his 
family had lived in England for generations but, in Virginia's 
words, "First he is a Jew" (Endelman 100-101). 

Woolf's friend and lover, Vita Sackville-West, shared her anti
Semitism. Sackville-West's son, Nigel Nicolson, reveals in his biog
raphy of his parents that "his [father's] dislike of Jews and 
coloured people, the persistent 'bedint' prejudice, were character
istics he shared with Vita, and against which Ben and I later 
reacted" (230). Sackville-West's novel, The Edwardians, is a Janus
faced mime of both that era (1900-1910) and her own (1930s) . 
Sylvia, a widow, considers marrying a Jewish businessman. First, 
she reflects that "it would be a come-down to marry a Jew, and 
physically Sir Adam was not appetising, but then his millions 
were fabulous . .. " (25); then her son sees "the long nose of the Jew. 
'A tip for the Stock Exchange!' he thought" (34). Her friends would 
ignore people like . . . Sir Adam, whom they dismissed as a Jew" 
(100). Finally his grandmother tells Sylvia'S son: 

King or no King, I don't like those Jews [who were 
Edward VII's friends]; I saw a lot of their horrid names 
today, when I was looking through the Visitors' Book. . .. 
They are no fit company for you. I dare say they've been 
putting ideas into your head-perhaps they want you to 
go into business with them? A name like yours would be 
the making of them. Don' t you listen. (193) 

The association of the Jew with "millions" and "the long nose" 
stereotypes characters in what turns out to be a heavy-handed 
piece of fiction. Sackville-West's bigotry serves neither her writing 
nor her integrity in the long run. 

Nancy Mitford's biographer recalls that "it was also permissi
ble, and not unusual [in the 1930s], to express dislike of the Jews" 
(Guinness 111). Her infamous sister Diana had fallen in love with 
Sir Oswald Mosley,' the founder of the British Union of Fascists, 
who believed that "the power of Jewish corruption must be 
destroyed in all countries before peace and justice can be success
fully achieved in Europe" (336). Mitford herself married Peter 
Rodd and, "when he and Nancy were first engaged they even 
bought black shirts and went to some Fascist meetings" (304). 
Nancy wrote in an article about Mosley: "We British Fascists 
[believe] .. . that our Leader . . . has the character, the brains, the 
courage, and the determination to lift this city from the slough of 
despond in which it has for too long weltered, to an utopia" 
(Hastings 96). In the late 30s, Nancy wrote a novel, considered 
humorous, Wigs on the Green. 

In a speech on the village green, the fascist Eugenia asserts that 
"under our regime . . . [women] will have husbands and great 
quantities of healthy Aryan children (61). When her party head
quarters bum to the ground, she proclaims: "Wait until I have run 
them to earth, the brutal yellows [pacifists] financed by Jews too, 
no doubt" (173). The novel concludes with the image of a poster 
"on Mr. Isaac's house [that] promises that all Jews will be sent to 
live in Jerusalem the Golden with milk and honey blest. . . " (209). 
While Mitford represents the pre-war fascistic giddiness with 
some measure of accuracy, a post-Holocaust awareness of the fate 
of 16 million people gives this ending an irony to which, one could 
say, Nancy Mitford contributed. 

\.~------
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In his classic study of prejudice, Gordon Allport finds fear, frus
tration, and guilt at its root (348). His analysis parallels, to some 
extent, English women's psychological configuration in the first 
decades of this century-fear and frustration resulting from limits 
put on social, educational, and career opportunities. This explana
tion, of course, neither condones nor pardons anti-Semitism. 

That women with minds of the caliber of Woolf's, Sackville
West's, and Mitford's succumbed to such thinking testifies to the 
extent to which this perversity was in the very air of the 1930s. 
What Woolf was later to refer to her as "snobbery" was that and 
more. To examine her anti-semitism in isolation from its cultural 
context, however, holds Virginia Woolf accountable for a pre
Holocaust vision that most of the world failed to achieve in the 
years preceding World War II. 

Catherine A. Civello 
University of Houston-Doumtown 

A longer version of the paper will appear in the Summer, 1994 
issue of REAL. 
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VIRGINIA WOOLF, OCTAVIA WILBERFORCE, 
AND FASCISM 

In two of the three fragments we have of Virginia Woolf's literary 
portrait of Octavia Wilberforce, an embryonic form of the biography 
she planned to write of her third cousin and last physician, an inci
dent of patriarchal severity occupies a prominent place. As Octavia 
told Virginia, she was spanked as a child on her bare bottom by her 
father's hand because she had accepted her older sister's dare and 
said "damn" at tea-four slaps for each letter, which is how she 
learns that damn, "unfortunately," has an N. "That lesson in spelling 
was one of the few she ever had. For she was so much younger than 
the others that it seemed impossible to start a governess again. '" In 
Three Guineas Woolf emphasizes how little was spent on the educa
tion of educated men's daughters by their fathers. 

As an adult, Octavia was to defy her father and look to the 
example of her great grandfather, the abolitionist William 
Wilberforce whose marble statue sits in Westminster Abbey, by 
becoming one of the second generation of women in England to 
practice medicine. Her father was so incensed by her insubordina
tion that he disinherited her; after his death, her eldest brother, 
senior to her by twenty years, assumed leadership of her family's 
opposition to her career. Octavia had to overcome a virtual lack of 
formal education; indeed, she failed the London matriculation 
examination seven times. The financial help of neighbors and the 
support of Elizabeth Robins were crucial to her training at the 
London School of Medicine for Women. Despite the obstacles, she 
qualified to practice at the age of thirty-two. 

In 1920 she received her "first earned professional cheque" 
from Graylingwell Mental Hospital in Chichester.' Her thoughts 
on conditions that had placed women at Graylingwell are congru
ous with Virginia Woolf's analysis of fascism in Three Guineas
ensuring that women be kept in dependent roles is an example. 
Woolf's reflections on "the complex nature of satisfaction of domi
nance" indeed "the pleasure of dominance" which is "peculiarly 
susceptible, according to Sophocles, to "defiance on the part of the 
female sex" was a condition Octavia was familiar with from her 
paternal home. Woolf cites Creon's words to Antigone: "'While I 
live, no woman shall rule me.'" (It is no surprise that Antigone, in 
Jean Anouilh's adaptation, enjoyed a revival in occupied Paris 
during the second world war.) 



Within a few weeks of her arrival at Graylingwell, Octavia had 
formulated a hypothesis: "What about its being mentally unhealthy 
to the underdog?" She had observed "how many [inmatesl wer.e 
governesses." While "[Continual hard work, no future, no ambI
tions, bad pay" might be contributing factors, there seemed to. be 
more at issue. "It's the inelastic conservative governesses, I notice, 
in military families who go off." It would appear that w.om~n who 
tried particularly hard to adapt themselves to an aut~ontan~n sys
tem were most subject to mental illness. By surrendermg their Wills 
they lost the "elasticity" Woolf deemed "essential" for the Society 
of Outsiders (3G 113). Octavia also observed "that women use 
worse language and are more obscene than men. Why? 'Cos 
they've been taught to repress it always" Galland 126). 

Another category of madwomen was the "good number of folk 
whose husbands have been unfaithful." Wilberforce added, 
"There might be much research done" Galland 124). For hers~lf, 
Octavia Wilberforce had not seen marriage as a safe haven despIte 
the efforts of her family to indoctrinate her. She had discouraged 
the proposal of a suitable neighbor not only because she did not 
love him but because she did not want to be owned by anyone. 
Rather than enter a marriage of convenience, she had recognized 
other courses available to her: "As for money, I would become a 
lady golf professional or a sweaty cook" Galland 29). Her further 
ruminations at Graylingwell-" Any lunatics in Detroit? Yes, some 
of the housewives, I bet!"-suggested how women who were eco-
nomically dependent upon husbands were at peril. . 

Octavia's determined choices of how she would hve were 
clearly at odds with fascist divisions of life into a man's world and 
a woman's world, which Woolf cites both "Signor Mussolini and 
Herr Hitler" as affirming (3G 180). The practice of medicine which 
Octavia had achieved with the support of Elizabeth Robins, who 
had managed to carve out an idiosyncratic career as an ac!or-man
ager, novelist, playwright, and suffrage speak.er, was po.sslble o,:ly 
under a government that did not attempt to dictate the ltves of CIti
zens in detail. Octavia saw the thoroughness of fascist control as 
especially dangerous: "Hitler and co . . have played just that not.e
it's a great simplification of life to be told what to wear, do, thl~k, 
even eat!" (Jalland 171). Having achieved her goal to practice 
medicine, Octavia made the New Sussex Hospital for Women and 
Children in Brighton her base. With Elizabeth Robins she estab
lished her friend's fifteenth century farmhouse, Backsettown, as a 
place for weary housewives and professional women to have a 
"rest pause." What Backsettown with its roses offered was akin to 
Greco-Roman incubation rituals as opposed to the dreaded "rest 
cures" patterned after the example of Dr. Weir Mitchell which 
anticipated fascistic control of women in its requirement of subjec
tion to male will. During the week before Virginia killed herself, 
Octavia briefly considered whether "backset'~ might help her, "but 
the risk is great I feel" (Letter to Robins, Jalland 181). 

With some hyperbole, Virginia thought of Octavia as "healing 
the sick by day and putting out [incendiary] fires. ~t night." .But 
Octavia assured Virginia that her own work of wntmg was VItal: 
"We all want a common guide. With your 'crystal clear' intelli
gence, for which one thanks the Gods continually, you can distill 
out the essence in comparatively short space. I feel that unless we 
all get back to some sort of settled good reading, we'll lose our 
sense of proportion and thought (if any)" (Jalland 171). While 
Octavia was unable to prevent her cousin from taking her Iif!;!, she 
had, nonetheless, captured her imagination. Octavia, "a very fresh 
coloured healthy minded doctor with . .. a candid kind smile" 
(D5, 49), as Virginia had described her when they met in 1937, 
had, we may hope, provided respite to Virginia as she strove to 
write an exceptional woman's life during the decl ining months of 
her own. As Octavia observed, "Where that keen mind presided, 
Hitler, Luftwaffe and all the rest just did not exist" Galland 184). 

Evelyn Harris Haller 
Doane College 

Notes: 
1. The holograph drafts of [English Youth] and' Another Sixpence' are in the Berg 
Collection at the New York Public Library. Susan Dick took the text of [EnglIsh 
Youth] from "the untitled, undated typescript" and "the title from the holograph 
draft of the sketch." The typescript is among the Monks House Papers at the 
University of Sussex. The ending of the holograph draft of [English Youth], the 

-7-

holograph text of" Another Sixpence," and the typescript of [En&li~h Youthl are in 
the revised second edition of Susan Dick's The Complete Shorter FIctIOn of VirgInia 
Woolf(Harvest: 1989), pp. 338-341 . A transcription of the entire holograph draft of 
[English Youth] will appear in an appendix to the forthcommg volume of ~ssays 
on peace, politics, and the education of women around Bloomsbury, the mIlIeu of 
Leonard and Virginia Woolf, edited by Wayne Chapman and Marilyn Malison, 
Syracuse University Press. 
2. Octavia Wilberforce: The Autobiography of a Pioneer Woman Doctor, ed., Pat Jalland 
(London: CassefI Publishers Limited), 134, 
3. Virginia Woolf, Three Guineas (Harbinger: 1963),181-182. 

Review: OTTO LINE MORRELL: LIFE ON THE GRAND 
SCALE, by Miranda Seymour, Farrar Straus Giroux, 1993. 
452 pp. $7 

In her obituary notice for Ottoline Morrell, written in April 
1938, Virginia Woolf called her a "great lady" whose "gifts of for
tune and of character" lent themselves too easily "to caricature.'" 
In her biography, Ottoline Morrell: Life on a ~ran~ ?c~le, N.Iiranda 
Seymour seems to understand the paradox Imp.hCIt m thIS com
ment: that Morrell was caricatured and sometImes mocked by 
those who knew her well, rather than by those who did not. 

Seymour paints a portrait of Ottoline Morrell that undercuts 
the effects of the caricatures by showing us an immensely ener
getic, inquisitive, and intelligent woman who lived and enjoyed 
life both as a private person and "on a grand scale':' In so doing, 
Seymour fills in gaps that were somet.imes consCIou~ly left by 
Sandra Jobson Darroch's Ottoline: The Life of Lady Otto/me Morrell 
(1975), including a fuller picture of Morrell's wide circle of cele
brated friends and hangers-on and, most importantly, her ongomg 
relationship with Bertrand Russell, whose sometimes steamy and 
always provocative correspondence with Morrell (1,500 letters) 
was only released after Darroch's biography had been completed. 
Seymour, much more than Darroch, seeks to dispel much of the 
distortion implicit in the caricatures in general and in the twelve 
novels listed in an appendix (three by Aldous Huxley and one by 
Virginia Woolf are found in the listing). Yet, while Seymour finds 
"Bloomsbury" largely responsible for Ottoline Morrell'~ "bad 
press" [2], she (unlike Darroch) does not attempt to defme the 
group and absolves Woolf of responsi~ility for much of the hurt 
suffered by this generous and eccentnc woman who numb~red 
among her friends the most noted figures of the early twentIeth 
century. In fact, the Morrell country home, Garsington, which ~as 
frequently visited by Lytton Strachey, Aldous Huxley, T.s. ElIot, 
the Woolfs, among many others, served as what Seymour calls "a 
refuge for conscientious objectors" during the Great War [263] . 
Darroch, in the earlier biography, refers to it as "a little colony of 
agricultural dilettantes" [174]. . . 

This suggests something of the change m perspectIve betwee.n 
the Darroch biography and the more recent one. Seymour IS 
scrupulous in taking to account the earlier biogr~phy and s.ee.ms 
consciously to avoid repetitions, while correctmg or aVOldmg 
errors. For example, while the earlier biography includes an erro
neous reference to the date of the publication of Woolf's obituary, 
Seymour only mentions it, without a date ~see not~ 1~, ~nd while 
Darroch references the date of the first meetmg of Vlrgmla Stephen 
and Otto line Morrell, and a particularly embarrassing party given 



by the Morrells in December 1917, ~ymour ~oes not. Bu~ Sey~our 
has revealed important information and mcluded slgmflcant 
details that the earlier biographer didn't involve or hadn't discov
ered, some concerning Morrell's health and the circumstances sur-
rounding her death. . 

Seymour tries to mitigate her own excesses (and her often Judg
mental and accusatory diction provides evidence of these) by stat
ing that it was "impossible to keep [her] admiration for [Ottoline 
Morrell] entirely out of this book" [7]. Whatever the weaknesses, 
Miranda Seymour's Ottoline Morrell: Life on a Grand Scale provides 
us with a thorough and valuable study of this fascinating "friend 
to the stars" and suggests a number of links between Virginia 
Woolf and Ottoline Morrell that deserve closer study. As Seymour 
reveals, "in the last years of her life, the friendship of Ottoline 
Morrell and Virginia Woolf involved "something close to love" 
[391]; it seems to me that we should use the resources available to 
us and seek to discover why. 

Karen L. Levenback 
George Washington University 

1. Sandra Jobson Darroch identifies the obituary as published in TIle Times on 21 
April 1938, the day of Ottoline Morrell's death. BJ Kirkp~trick's Bibliograph!( . 
identifies the publication date as 28 April 1938, but only In the two early edlhons. 

Review: THE LIFE OF THE PARTY: FESTIVE VISIONS 
IN MODERN FICTION by Christopher Ames, 
University of Georgia Press, 1991 344 pages. $45 

Virginia Woolf was a keen observer of the party as social phe
nomena. Party scenes abound in the engagement party in The 
Voyage Out to the dinner party in To the Lighthouse, to the bomb
snelter pa ffy-m The Years.rIow apt then, that Christopher Ames 
would devote a chapter to Mrs . Dalloway and Between the Acts in 
his book The Life of the Party: Festive Vision in Modern Fiction. 

Ames analyzes party scenes in novels throughout modem litera
ture, which he divides into modernist, between-the-wars, and post
modernist periods. Understanding the conventions, patterns, and 
inspirations of festive literature, he argues, will help us better 
understand the novel as a genre. Throughout he relies on the theory 
of Bakhtin to describe novelistic techniques that undermine the 
"monologic force of narative" (107). Although his purpose might be 
to illuminate "the festive multiplicity of discourses" (83), his choice 
of writers reinforces images of an exclusive male club. Of the seven 
novelists he studies to elucidate festivity in modern literature six are 
white men. 

When he discusses Woolf, Ames makes valid points about her 
technique and finds ample evidence in both novels to illustrate his 
description of Woolf's narrative as a "unifying multivalent voice" 
(87). Yet neither his discussion of Mrs . Dalloway nor of Between the 
Acts takes account of the latest feminist or new historicist criticism 
of these works. Viewing Mrs. Dalloway as focusing on the revela
tion of the true self, for example, disregards criticism that shows 
numerous ways in which Clarissa Dalloway denies, at best 
represses, her true self. Whereas he holds that WO?lf is "~ore 
interested in showing the social system at work than In levehng a 
critique" (93) he offers no counter-argument to the critics who con
tend that Woolf is fiercely critical of the social system. My com
plaint is not so much that Ames and I disagree about whether 
Woolf describes or critiques the social system, but rather that he 
disregards the debate. 

Ames believes that both "the party and the novel create a space 
in which the many voices of our culture can be brought together" 
(299). Yet by focusing on white male writers and by ignoring 
recent Woolf criticism, he excludes the multiplicity of voices that 
he claims to affirm. 

Eileen Barrett 
California State University, Hayward 
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Review: BLOOMSBURY PORTRAITS: VANESSA BELL, 
DUNCAN GRANT, AND THEIR CIRCLE by Richard 
Shone. Paperback edition, London: Phaidon, 1993. $29.95. 

First published in 1976, this book was commissioned in 1971 when 
the author was still an undergraduate at Cambridge. He is now an 
associate editor of The Burlington Magazine, author of several books on 
art, and most recently editor with Wendy Baron of Sickert Paintings, 
the catalogue of the 1993 exhibition jointly selected by them (Royal 
Academy, London, and Van Gogh Museum, Amsterdam). 

.Bloomsbury Portraits is a somewhat misleading ~tle .(the more 
accurate subtitle, Vanessa Bell, Duncan Grant, and Their Circle, tends 
to be overlooked), and now Phaidon's designation of this reissue as 
"the Paperback edition" may mislead further. This is not a reprint 
on cheaper paper. New typography and layout, like an entirely 
new mise-en-scene, have dramatically changed the visual impact of 
the book, and the transformation is stunning. Shone was the first to 
make use of snapshots taken by Vanessa Bell, many of which are 
now well known. They have been chosen more selectively this 
time, and the grainy over-enlarged versions that tended to crowd 
the text off the page are now small jewels full of rich detail. The 
eight color plates of uneven quality have given way to eighty 
superlative color illustrations. Generous margiru: now set these ~ff 
in the manner they deserve, and the book benefits hugely from Its 
cohesive design. The combination of new and old illustrations is 
effective and unhackneyed and holds some pleasant surprises. 

The text itself has been modified only slightly. Chapers now 
have been given titles, and a few passages have been transposed. 
Originally the book ended too abruptly, with Julie~ B.ell's death in 
Spain in 1937. A new last chapter on the declmmg years of 
Vanessa Bell (d. 1961) and Duncan Grant (d. 1978) brings satisfac
tory closure, dealing sympatheticall~ and inte.lli~ently w.ith their 
diminished powers. The chronologies and blbhographles have 
been brought up to date. Only the shift of note placement from the 
ends of chapters to the back of the book (defensible on the grounds 
of design) is questionable from a scholar's point of view: so many 
notes on a page all numbered by chapter make citation much ~oo 
awkward. Current locations are given for works of art. The rIch 
1911 portrait of Virginia Woolf by Duncan Grant has recently been 
acquired by the Metropolitan Museum in New York. 

On one score the text has not been improved. Minor errors 
should have been caught (one writes in a diary, not to it; Lopokova 
was not divorced until 1925, the year she married Keynes) . 
Misprints abound (Olivier Bell has been reduced to Ol~ver). ~o~e 
misspellings have even been carried over from the fIrst edition 
("Wogan Phillips" for "Wogan Phillipps" and "phallanx" for 
"phalanx"). In an uncharacteristic lapse on Shone's part a Bell 
design for an Omega fabric that was never giv.en a na,~e or ~ut 
into production (Plate 74) has been confused With her Maud, a 
printed linen thoroughly documented elsewhere. . . 

But slips of this kind cannot diminish the contInuIng value of 
this book. The meticulous color work printed on heavy stock 
illumniates the definitive account of the artists, their development, 
and their relations with British colleagues and French and counter
parts. The solid approach is enlivened by the use ~f letters Shone 
was one of the first to study. He has a welcome hghter touch as 
well: Lady Ottoline is characterized as "the Brighton Pavilion of 
fashion." Molly MacCarthy, struck by the seclusi~n of ~harles~on 
"as she walked to it for the first time across the fields In pounng 
rain, thought it the nearest thing to Wuthering Heights she had 
ever seen and burst into tears." 

At a time when book prices seem to inflate in direct proportion 
to the shoddiness of the product, this is a tremendous bargain. 
"Paperback" should not deter anyone since the cover has been 
doubled over into wide protective front and back flaps and more
over is a sturdy Bristol. 

Elizabeth P. Richardson 
Northhampton, Massachusetts 



TO: THE EDITOR OF VWM 
FROM: QUENTIN AND OLIVIER BELL 

May we say a few words on the destruction of Ashham House 
referred to in your last issue, not to condone it, but by way of 
explanation of its near-inevitability? 

The enchantment of Asheham to the Woolfs and their circle, as 
anyone familiar with their recorded impressions will be aware, lay 
in the overall beauty of the house in its setting (suggested in 
Carrington's sketch. See Summer '94 VWM). Situated in a fold of 
the downs facing the Ouse Valley on the Lewes-Seaford road, 
backed by the bare rising slopes of the hills behind, it faced west
wards towards the road across a long open meadow flanked on 
either side by rows of great elms, with a clear view over the river 
valley to the downs above Rodmell on the far side. 

When the house and surrounding lands were taken over by a 
cement company in the 1930's, chalk was excavated from the hills 
behind and beside the house, and the spoil from these extensive 
operations was dumped on the meadow between the house and 
the road, forming a huge high barrier which in time became 
thickly covered with self-seeded scrub and trees, effectively 
imprisoning Ashha!l\ House, blocking its outlook, and entirely 
destroying its ambience. 

Blue Circle Cement Company's working ceased in the mid-60's 
and the now divided but 'listed' Asheham House was vacated by 
their employees. The company subsequently applied to the County 
Council for licence to fill in the cruelly despoiled landscape with 
East Sussex's rubbish, offering as 'public benefit' the eventual 
restoration of the downland to its former contours. The licence was 
granted, and for about the past 15 years the gaping craters have 
been slowly filling up with garbage, distributed and shovelled into 
place by gigantic earth-moving machines. By 1990 it was apparent 
to Blue Circle, and indeed to East Sussex County Council, that it 
would be profitable to the former and advantageous to the latter 
were it possible to extend the infilling operations over the site of 
Asheham House itself. To this end Blue Circle asked for authority 
to demolish the house, proposing to reconstruct it nearer the road, 
recreating, in a foreshortened form, the open landscape and view 
that it had formerly enjoyed. This laudable compromise, very well 
researched by the company, was turned down by the authorities 
on the grounds that it would constitute a new building in an Area 
Of Outstanding Natural Beauty, and would involve the destruction 
of natural woodland (i.e.: the wholly artificial mound covered with 
incongruous sycamores which blocked the view from the house). 

In the circumstances it became a straight issue: to permit demoli
tion of a listed (protected) building at the price of appropriate com
pensation; or to insist on its preservation. In the latter case, this 
would entail the preservation by Blue Circle of an already van
dalised, dilapidated, and inaccessible building in the middle of an 
infernal charnel-house of garbage manipulation for at least 25 years, 
until the toxicity of the land filling materials had subsided and it 
was safe to restore it. And even then the setting would be lost. 

In the event, the desolating but realistic alternative was 
approved by the authorities. Asheham House has been demol
ished. Careful records and actual features of the house have been 
preserved, and the very considerable sum obtained in compensa
tion is to be distributed among a number of causes regarded as 
related to the loss sustained by the locality-not all of which have 
our support. 

[QBj: I am now the only person who lived at and remembers 
Asheham when Leonard and Virginia were its tenants. The place 
lost almost all its charm and beauty when its environment was 
destroyed. Much might have been saved if the first proposal had 
been accepted, but when that hope was extinguished there was 
practically nothing left worth fighting for. 

Quentin Bell 
Anne Olivier Bell 
Lewes, Sussex, England 
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FROM THE READERS: 
According to Dorothy Richardson, "the nice young man from 

Manchester," named Norbury, wrote an article comparing her to 
Virginia Woolf. When]. C. Powys first told her about this article, 
Dorothy Richardson replied to him on 24 April 1940; and on 10 
May 1940 she thanked him for sending the article. The papers they 
were familiar with at this time were the Manchester Evening News 
and the Daily Telegraph and Morning Post. I have checked these and 
the Manchester Guardian for March and April 1940 without success. 
Can a Virginia Woolf scholar help? 

George H. Thomson 
Department of English, 
University of Ottawa, Ottawa, Canada KIN 6N5 

CALLS FOR PAPERS: 
The Fifth Annual Virginia Woolf Conference
Virginia Woolf: Texts and Contexts 
June 15-18,1995, Otterbein College, Nesterville, OH 

The conference will explore current directions in Woolf studies 
by highlighting Woolf's texts and their contexts. Proposals that 
place Woolf in an international context are particularly sought. 
Proposals for three-person panels, workshops, round tables, and 
conversations are encouraged; but proposals for individual papers, 
performances, readings, and multi-media presentations are also 
welcome. Deadline: February 1, 1995 (postmarked) Proposals must 
include: one cover page with name(s), address(es), and institutional 
affiliations, phone number, title of individual paper(s), and format. 
Also include 15 copies of a one page, 250 word abstract for each 
individual paper with title of paper and panel (if submitted as part 
of a panel proposal) but not names. Mail to: Beth Rigel Daugherty, 
English Dept., Otterbein College, Westerville, OH 43801. Phone 
(614) 823-1659, fax (614)823-1315. 

CALLS FOR PAPERS: 
Merry Pawlowski invites submissions for a volume tentatively 

entitled Fascist Seduction: Virginia Woolf, Feminist Theory, and the 
Ideology of Oppression. The volume will focus on the development of 
Woolf's political and feminist thought in the 30s (and before) as a 
context for responding to the threat of fascist ideologies both in her 
time and our own. There is a special interest in manuscripts that 
select an unusual or unique approach to the topic. Inquiries and 
abstracts accepted in advance of the deadline. Manuscripts con
forming to MLA style should be 15-25 pages typed, double-spaced, 
and postmarked by May 15, 1995. Address to: Merry Pawlowski, 
Dept. of English and Communications, California St. Univ., 
Bakersfield, 9001 Stockdale Hwy., Bakersfield, CA 93311-1099. 

The Society Social in San 
Diego has found a venue. It 
will be Wednesday December 
28 fom 7-9:00 p.m. at the home 
of Linda Koolish, 4329 10th 
Ave., San Diego, CA 92103, 
921-7716. Parking, as usual is 
sparse but she's within reason
able cab-fare distance from the 
convention. The house is small 
but has canyon on both sides. 
Directions will be available at 
both Woolf sessions, and cab
sharing can be arranged at the 
Woolf and computing session 
on Wed. afternoon. Melba says 
volunteers for party-assistance 
welcome. 
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