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AN EDITORIAL COMMENT ON WOOLF 
AND BIOGRAPHY 1 

There are four ways to write a woman's life: the woman 
herself may tell it, in what she chooses to call an autobiog
raphy; she may tell it in what she chooses to call fiction; a 
biographer, woman or man, may write the woman's life in 
what is called biography; or the woman may write her 
own life in advance of living it. 
(Carolyn Heilbrun, Writing a Woman's Life) 

Through the convolutions of editing, this issue has become one 
about biography and the interconnections between writing within a 
culture and writing to change a culture. For instance, the first article 
has as its focal point the argument that Woolf's "insistence on the 
exploration of other people's inner lives ... is an act of resistance to 
the values of Victorian biography." And the next six articles proceed 
(1) to delineate Woolf's resistance to conventionally determined bio
graphical process and product; (2) to document Woolfs sources for 
"The Pargiters" and A Room of One's Own in biographies and past 
lives that are not conventional; and (3) to tantalize with promises of 
new and unusual archival sources for a forthcoming biography on 
Woolf. Their authors, Moss, Sproles, Hill, Taylor, Snaith, Greene, 
and Reid, give us a range of approaches, over a range of texts, as to 
how the private and public interact, how experience informs theory, 
and how textual process is formed by and forms textual politics, 
both for Woolf and for us today. 

In 1932, in "How Should One Read a Book?," The Second Common 
Reader, Woolf asks, "are we to refuse to read [autobiographies and 
biographies] because they are not 'art'? Or shall we read them, but 
read them in a different way, with a different aim?" And, then, 
musing about the process of writing and the final text of autobiog
raphy or biography, she asks, "How far, we must ask ourselves, is 
a book influenced by its writer's life-how far is it safe to let the 
man interpret the writer? How far shall we resist or give way to 
the sympathies and antipathies that the man himself rouses in us
so sensitive are words, so receptive of the character of the author?" 
Woolf's own questions, emphasizing as they do generic bound
aries, changing traditions, and an author's specular interaction 
with her text, introduce us well to the scholarship these critics give 
us here about Virginia Woolf and processes of biography. 

Georgia Johnston 
St. Louis University 

1. Special thanks go to St. Louis University and the Dean of Arts and Sciences for 
financial contributions to this issue. 

FURTHER NOTICES TO READERS: 
The next issue of the MISCELLANY will be edited by Prof. Lucio 

Ruotolo at Stanford University (Eng. Dept., Stanford, CA 94305). It 
will be miscellaneous in focus, so send in your brief essays and com
ments on any Woolf-related matters by March 1, 1996! 

Also, look forward to the two Virginia Woolf sessions at the 
Chicago MLA and our usual unusual party. News of MLA and of 
the up-coming Sixth (!) Annual Virginia Woolf Conference (at 
Clemson, South Carolina) is included in the SOCIE1Y COLUMN 
on our back page. 

Fall 1995 

Beth Rigel Daugherty wants to let Miscellany readers know that 
some book bags from the Fifth Annual Virginia Woolf Conference 
are still available at the low, low price of $10 (plus $2 postage). The 
bags-natural cotton canvas with Kate Gorman's conference design 
in green, standard size with 4-inch gusset, web handle-make good 
Christmas presents for Woolfians, whether or not they attended the 
conference! Send check, made out to Otterbein College/VWC#S, to 
Daugherty, English Dept., Otterbein College, Westerville, OH 43081. 

THE "SKETCH OF THE PAST" 
AS BIOGRAPHICAL CRITICISM 

Woolf's unfinished memoir, "A Sketch of the Past," was under
taken because she was "sick of writing Roger's life," the biography 
of her friend, the art-critic Roger Fry . From the beginning, the 
"Sketch" is energised by the sense that it is written as an escape 
from the rigours of biography. Putting the "difficulties" of memoir
writing down to the "enormous number of things" that can be 
remembered, and the "number of different ways" in which they 
can be written about, Woolf teasingly declares in the first para
graph that she will proceed "without stopping to choose my way," 
beginning simply with "the first memory." In the second para
graph, however, she admits that this first memory-of her 
mother's flowered dress-has been located on the train journey to 
St Ives, because it is "more convenient artistically to do so" (74), 
allowing her to write about her earliest associations with the place. 

At times, the informality of the "Sketch" is seen as an inade
quacy. Because it is a "holiday from Roger," she does not have the 
time to "make an orderly and expressed work of art; where one 
thing follows another and all are swept into a whole" (87). More 
often, the fragmentation and incompleteness of the writing are 
seen as necessary responses to the distortions and restrictiveness 
imposed by conventional biographical form. 

Written, as it were, between the lines of a public biography, the 
"Sketch" becomes a critical commentary on such conventions. 
Biographies and autobiographies tend to "leave out the person to 
whom things happened" (75); they ignore the instinctual aspects 
of life, which show that "Virginia Stephen was not born on the 
25th January, 1882, but was born many thousands of years ago"; 
they fail to convey the importance of "the things one does not 
remember" (80), the large element of "non-being" in people's lives 
(81); and they presuppose an integrated individual with a coher
ent life-story, rather than recognising that "I now" and "I then" 
may be two different people (87). This individualism of biography 
also means that the "invisible presences" of other individuals who 
influence the shape of a life, as well as the influences of public 
opinion, social change and social class, are ignored-and then 
"how futile life-writing becomes" (93). 

Rather than the biographer's painstakingly collected facts, or the 
autobiographer's painstakingly recollected memories, the "Sketch" 
focusses on "moments of being" (81), whose potency throws the 
conventional chronology of biography, and the idea that one event 
explains a later event, or explains something in the artistic output of 
the adult, into disorder. The potency of such moments cannot be 
explained. And yet, because "putting it into words" is what makes 
such a moment "real" and "whole" (84), they may contain the expla
nation, not of details in the writing, but of the reason for becoming a 
writer. Scene-making, for Woolf, is not "altogether a literary device," 
but a way of conveying those "moments" when "reality" floods in 
(142). It lies at "the origin of my writing impulse" (143). 



In the last two-thirds of the "Sketch," Woolf overturns one of 
the most familiar biographical conventions-an opening section 
that briefly relates the lives of the subject's parents and other 
antecedents-to move progressively further away from self, and 
into the lives of those whose own lives-and more especially 
whose deaths - touched hers (her mother's, her half-sister Stella's, 
her brother Thoby's). As well as inverting biographical form, this 
insistence on the exploration of other people's inner lives, and on 
the delicacy of abruptly -terminated lives, is an act of resistance to 
the values of Victorian biography. The "eminent men" in the back
ground of her mother's girlhood, whose lives were afterwards 
"made fun of" by Lytton Strachey (101), in his revisionist bio
graphical portraits in Eminent Victorians; the utter conformity of 
her half-brother George, who "accepted Victorian society so 
implicitly that an archaeologist would find him of the greatest 
interest" (152); the ever-presence of "great ness and great men" 
(159), such as Henry James, Watts and J. A. Symonds, in the back
ground of her life; and the unstated, but pervasive, presence of her 
father, Sir Leslie Stephen, in his role as editor of the Dictionary of 
National Biography-these create the biographical and ideological 
standard against which she revolts. In her own life, as well as in 
her own "Life," she comes to occupy a "small world inside the big 
world" (144) of male Victorian conventionality and greatness. In 
their "violent struggle" with that world, she characterises her sis
ter and herself as "explorers, revolutionists, reformers" (147). In its 
very smallness and fragmentariness, "A Sketch of the Past" is a 
revolutionary autobiography. 

Roger Moss 
University of Essex 
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ORLANDO'S SELF-CONSCIOUS BIOGRAPHER 
AND CHALLENGES TO THE PATRIARCHY 

Recent criticism of Orlando has celebrated its feminist and les
bian content while paying less attention to structural features. 1 I 
think it is crucial to integrate formal elements with cultural con
text; indeed, I believe that it is Woolf's treatment of the tradition of 
biography that most radically challenges the patriarchy. Woolf 
was not making an idle threat when she wrote to Sackville-West 
that Orlando would "revolutionise biography in a night" (9 
October 1927, Letters 3:429). Orlando's narrator, the biographer , 
frequently discusses the rhetorical devices of biography and paro
dies the most common habits of biographers. It is this self-con
scious position that seems to me to be the most revolutionary 
aspect of Orlando: the biographer demonstrates an alternative way 
of constructing a self by the way Orlando's selves are presented 
and by the way the biographer himself' is present in the text. Some 
critics elide any distinction between biographer and author 3

, while 
others see the biographer as a fool, set up by Woolf to demonstrate 
the stupidity of fact-obsessed biographers. 4 Still others see the self
conscious aspects of the narrative as Woolf's, which entails a deli
cate splitting of the narrative between author and biographer. 5 

Recognizing the distinction betwee n Woolf and the narrator 
exposes the critical function of the biographer within the text: the 
work, not just its author, is self-conscious. By ignoring the biogra
pher's self-consciousness, critical practice represses Orlando's revo
lutionary potential. Its challenge is not just to the form of biogra
phy as a literary convention, but to the construction of the unified 
biographical subject as a model for subjectivity. 

Biography was an important subject for Woolf, not only 
because of the way that biography functioned as a common genre 
among members of the Bloomsbury Group 6 but also because it was 
her father's metier as editor of and contributor to The Dictionary of 
National Biography. It is not surprising to find that Woolf's struggle 
to create an alternative to dominating patriarchal authority would 
occur in biographical form. A biographer father would pass on the 
rules of biography to his biographer daughter with all the weight 
of tradition to support him. Within the genre, formal traditions 
function, like the law of the father, as rules internalized within 
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every biographer. The self-consciousness of Orlando's biographer 
signals refusal to submit to the biographical tradition. Woolf's 
challenge to the traditional biography, then, defies the literary and 
biological father internalized together as the superego. I suggest 
that Orlando posits an alternative to Freud's ultimate understand
ing of the superego as an enforcer of patriarchal law. Orlando is 
not just a daughter's attempt to speak the name of the father or to 
challenge his place as the master-biographer who dictates the con
ventions of telling life stories; it is also a revision of the father
daughter relationship. Orlando's biographer presents the formal 
structure and expectations of the genre instead of enacting them . 
He calls attention to the rules of biography and to his intention to 
operate outside these rules. 

Woolf's biographer in Orlando suggests that a flexible relation
ship to authority is possible and is a way to escape the Oedipal 
stalemate of openly fighting the father (and thus becoming him), 
submitting to patriarchal law (and p~rpetually fighting in hysteri
cal silence), or regressing into the pre-Oedipal fantasy of maternal 
merger (psychosis). The biographer's comfort with recognizing the 
existence of the law and indifference to complying with it poses a 
possibility on the other side of the Oedipal resolution, which 
Freud's theory does not reach (although I believe Lacan's does). 
The revolution that Woolf launches with Orlando goes beyond 
challenging the genre of biography. The biographer models a flex
ible relationship to authority that might ultimately provide an 
alternative to passive participation in patriarchy. 

Karyn Sproles 
Hamline University 

I. See Knopp, Little, and especially Meese. 
2. Whenever the biographer refers to himself he uses the royal "we," but he 
refers to biographers in general as "he": "Happy the mother who bears, happier 
still the biographer who records the life of such a one [as Orlando]! Never need 
she vex herself nor he invoke the help of novelist or poet" (15, emphasis added) . 
3. See, for exampl~, Guiguet, DiBattista, and Rosenthal. 
4 . See, for example, Beer, Schlack, Gilbert, and Graham. 
5. See, for example, Gilbert, Graham, Moore, Wilson, Naremore, and Hafley. 
6. We think immediately of Lytton Strachey and his Eminmt Victorians; in addition 
Molly MacCarthy wrote A Nineteenth-Century Childhood (1924), Desmond 
MacCarthy wrote Portraits (1931), J. M . Keynes wrote Essays In Biography (1933), 
David Garnett wrote Pocahontas in 1933, E. M. Forester wrote Goldsworthy Lowes 
Dickinson (1934) and Marianne Thornton: A Domestic Biography (1956). Clive Bell 
wrote Old Frimds: Personal Recollections (1956). Vita Sackville-West and her husband, 
Harold Nicolson, achieved considerable popular success as biographers. 
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MOTHERING HER TEXT: WOOLF AND 
THE MATERNAL PARADIGM OF BIOGRAPHY 

It is generally acknowledged that Virginia Woolf sought to cre
ate a new sort of biographical form, one in which the biographer 
"cease[s] to be the chronicler [and) become[s] the artist" (Collected 
Essays 4:231) by re-creating the living essence of the subject's per
sonality, rather than memorializing the facts of mere existence. All 
of Woolf's flirtations with the biographical method, most obvi
ously Orlando, Flush, and Roger Fry, demonstrate this concern. 
What remains largely unrecognized, however, is the importance of 
the maternal image as part of Woolf's biographical process. As 
surely as Sir Leslie Stephen "fathered" the tradition of patriarchal 
biography, with his "just the facts, ma'am" approach, so Woolf 
sought to redress that imbalance by creating a matriarchal 
paradigm of biography in which the biographer gives birth to a 
vision of the subject based on regenerative perception rather than 
dull facts. Woolf herself used this maternal image in her journal 
upon the completion of Roger Fry: 

What a curious relation is mine with Roger at this moment
I who have given him a kind of shape after his death. 
Was he like that? I feel very much in his presence at the 
moment; as if I were intimately connected with him: as if 
we together had given birth to this vision of him: a child 
born of us. (Diary 5:305) 

The idea of such resurrection clearly informs the ending of To the 
Lighthouse- itself a biography of sorts-as Lily succeeds in bring
ing Mrs. Ramsay back from the dead to capture her essence on 
canvas. The facts fall by the wayside, and Mrs. Ramsay is revealed 
as she saw herself: the wedge-shaped core of darkness. 

But to understand fully the maternal approach to biography, it is 
most useful to look at Orlando (1928). Like To the Lighthouse, Orlando 
is concerned with a biographical subject largely untouched by his
tory: the biography of a woman, with all its unrecorded daily rituals 
and illwninations. It also represents a step beyond the biographical 
technique of To The Lighthouse; whereas the latter attempts to re-cre
ate the mother through biography, Orlando turns the mother into 
the biographer. This stroke resolves the dichotomy which had 
haunted Woolf's work 1 up to that point-namely the separation of 
domestic or maternal arts (soothing children, giving parties, "mak
ing life stand still here") and the so-called higher arts represented 
by Lily Briscoe. For example, despite Lily's "vision" at the end of To 
The Lighthouse, mother and artist, making babies and making paint
ings, remain mutually exclusive. 

The biographer in Orlando demonstrates a resolution of that cru
cial dichotomy for Woolf. From the start of the narrative, Woolf 
pointedly draws a parallel between mother and biographer 2

: 

"Happy the mother who bears, happier still the biographer who 
records the life of such a one" (14-15). Like Mrs. Ramsay, the biogra
pher possesses the ability to make others intensely aware of life-

-3-

the motherly art (according to Woolf) of intuitive synthesis. But like 
Lily, the biographer is also an artist engaged in creating something 
permanent, using the "devices of fiction in dealing with real life" 
(Collected Essays 4:233). As such, this new conception of biographer 
as mother giving birth to a perceptive image of a woman illustrates 
what Susan Stanford Friedman has called "double-birthing": "a 
symbolic reunion of mind and body, creation and procreation .... 
Within the matrices of body and brain, both creation and procre
ation become multifaceted events-physical and mental, rational 
and emotional, conscious and unconscious, public and private, per
sonal and political" (Friedman 377). 

The biographical imperative of Orlando demands just such a 
multifaceted awareness of the many layers of a woman's life. 
Nowhere is this more evident than in Orlando's own maternal 
moment when, having given birth to a manuscript, she also gives 
birth to a child. In this passage, the biographer faces her greatest 
challenge regarding the textualization of labor and birth. A careful 
reading of this scene reveals an extraordinary wedding of 
metaphor and physical reality, particularly in its descriptions of a 
"dark stream" flowing through the passage, and "dreams which 
splinter the whole and tear us asunder," culminating in "the red, 
thick stream of life" out of which the "king fisher" (Woolf's sym
bol of life) appears (Orlando 295). 

Clearly this passage, and all of Orlando, suggests a new possibil
ity for chronicling women's lives in all their creative and procreative 
aspects. Here again the maternal image is paramount; because of 
the gaps and holes in women's history, it becomes necessary to give 
literal birth to the Judith Shakespeares of the world. It takes the 
mother /biographer to restore that which is missing, and, more 
importantly, to synthesize the multiplicity of perc eptio ns which 
make up women's existence. Thus, Woolf asks us to think back
wards through our mothers, not only to give them new life, but that 
they might give us life-creative and procreative-as well. 

Marylu Hill 
Villanova University 

1. This dichotomy is particularly reflected in Woolf's own sense of competition 
with her sister Vanessa, and Vanessa's fertility compared with her own 
childlessness. See for example, Volume rn of Woolf's diary (107,217). 
2. The obvious objection here is that Woolf refers to the biographer generally as 
"he" and not "she." However, I think I am justified in calling the biographer "her" 
because of the deliberate ambiguity of the biographer's voice throughout the text. 
The narrative voice assumes that biographers are supposed to be male, and thus 
uses the male pronoun accordingly (e.g., "But what can the biographer do when 
his subject has put him in the predicament in which Orlando has now put us?" 267). 
But the use of the "we" and the biographer's ability to observe scenes that are gen
erally kept out of men's sight (such as Orlando's meeting with Nell) suggest that 
the s/he is at least as sexually ambiguous as Orlando is at times. 
The biographer him/hers elf ironically eschews the whole issue of gender after the 
question is raised regarding women's relationships: "As that is not a question that 
can engage the attention of a sensible man, let us, who enjoy the immunity to all 
biographers and historians from any sex whatever, pass it over, and merely state 
that Orlando professed great enjoyment in the society of her own sex, and leave it 
to the gentlemen to prove, as they are very fond of doing, that this is impossible" 
(220). Since the question of women's relationships obviously did engage the atten
tion of the biographer, s/he could not be a "sensible man," and since the entirety 
of Orlando demonstrates that biographers and historians are generally concerned 
only with male history, this too would suggest that the Orlando biographer stands 
apart from that company by writing a woman's story. 
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HOUSES, ROOMS, AND WALLS: BIOGRAPHY AND 
ARCHITECTURE IN VIRGINIA WOOLF'S FICTION 

In her essay "How Should One Read a Book?" Woolf describes 
the experience of reading biography and autobiography as "[lin
gering] in front of a house where the lights are lit and the blinds 
not yet drawn" (237). Like the image of a stranger on a train, 
which appears in "An Unwritten Novel," "Mr. Bennett and Mrs. 
Brown," and Jacob's Room, houses, rooms, and walls come to stand 
in Woolf's fiction for the errors implicit in writing biography; they 
represent our inability to assess other lives. The apparent solidity 
of archi tectural images seems an odd choice for a writer who 
wanted to catch the "myriad impressions" of life through a "lumi
nous halo" ("Modem Fiction" 154), but through them Woolf artic
ulates her rejection of biographical "materialism" in fiction. 
Eschewing the hard facts of people ' s lives, she constructs walls 
which convey the concealed flux of life within. 

The very title of Jacob's Room, for example , indicates this 
method . Early in this novel, which purports to be "about" Jacob 
Flanders, Woolf tells us that "It is no use trying to sum people up" 
(31). The novel ends with Jacob's mother and friend amazed at the 
mess and disorder in his room after his death; having finally pene
trated its walls, they find they do not understand who Jacob was. 
They are confronting the fragments of a life, revealed in all their 
incoherence, comprehensible only to the room's occupant. 
Similarly, in The Waves Bernard compares himself to a house full 
of rooms: "There are many rooms - many Bernards. There was the 
charming, but weak: the brilliant but remorseless ... but-go into 
the next room - the foppish, worldly and too well-dressed. What I 
was to myself was different; was none of these" (Waves 260). Each 
wall conceals a different facet of personality; even occupancy can
not "sum up" his or her life for an autobiographer. "The Lady in 
the Looking Glass" is pe rhaps the best short treatment of the 
errors of biography in trying to "sum people up." We focus on 
Isabella Tyson and a room in her house. We do not view this room 
directly, but through a Tennysonian mirror that stands in part of 
the room and reflects a small portion of it, filtered through the 
changing light from outside. Isabella herself is reflected, but only 
as she passes to and fro, intent on . .. what? The narrative voice 
does not tell us. It cannot. The observer can only contemplate the 
changing images provided by the glass: 

She suggested the fantastic and the tremulous convol
vulus .... The comparison showed how very little, after 
all these years, one knew about her; for it is impossible 
that any woman of flesh and blood of fifty-five or sixty 
should be a wreath or a tendril. (88) 

The narrator breaks off her fanciful comparison of flowers because 
she realizes that they are not adequate vehicles for description. 
Instead, she confronts biographical methodology: 

Such comparisons are more than idle and superficial
they are cruel, even, for they come like the convolvulus 
itself trembling between one's eyes and the truth. There 
must be truth, there must be a wall. Yet it was strange 
that after knowing her all these years one could not say 
what the truth about Isabella was; one made up phrases 
like this about convolvulus and traveller's -joy. (88-89) 
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The wall divides Isabella forever from the observer; behind it she, 
like all of us, is unknowable. As in Jacob's untidy room, the diffu
sion of personality resists the biographer's attempts at differentia 
tion: "Under the stress of thinking about Isabella, her room became 
more shadowy and symbolic: the comers seemed dark er" (89). For 
Woolf, character is shifting and fluid, like her concept of life itself. 
The wall's solidity derives from its divisive function, not from any 
fixed quality. The narrator say s of Isabella Tyson: "Everything 
dropped from her-clouds, dress, basket, diamond-all that one 
had called the creeper and the convolvulus. Here was the hard wall 
beneath" (93). Thus the "hard wall" represents the barrier that the 
biographer or novelist meets when trying to sum someone up. 

Woolf exploits this image to the full in Orlando; the great house, 
with its 365 rooms and 52 staircases, is also the history of the 
Sackvilles, whose biographies merge together in the figure of the 
central character. Orlando is Knole - a fact so obvious to Vita 
Sackville-West that she felt that the book gave her back the house 
which had been entailed away (Glendinning 205). As each room 
suggests the nuance of personality, so too the great house is 
walled and defended, and surrounded by a great park, which is 
itself walled: fitting symbols of the Sackvilles' family identity kept 
intact after three hundred years . 

Woolf uses walls, rooms, and houses, then, not to explain or 
assess, but to show that biography finally cannot illuminate. And 
our understanding of these images sheds light on her plea for a 
room "of one's own ." More than 500 pounds a year and a place to 
work, women need to hide themselves from the observer's eye to 
develop behind the "hard wall[s]" of their own rooms. 

Helen Clare Taylor 
Louisiana State University-Shreveport 
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THE PARGITERS AND WOMEN'S BIOGRAPIES 
Woolf wrote of "The Pargiters," the initial version of The Years, 

"There is scarcely a statement in it that cannot be [traced to some biog
raphy, or] verified, if anybody should wish so to misuse their time" 
(P 9). On the contrary, exploring the sources Woolf used for her 
"novel of fact" (P 9) provides valuable insight into how Woolf com
bined fact and fiction in what was her most purposefully feminist 
novel, and the work for which she conducted the most research. 
Biographies and autobiographies by women provide the bulk of the 
nonfiction on which "The Pargiters" and The Years are founded. 
These source texts are either referred to in "The Pargiters" (at the 
outset the work was a nov el-essay which allowed Woolf to quote 
directly), and/or they are entered in Volume One of the three note
books in which Woolf gathered her research for "The Pargiters," The 
Years, and Three Guineas. After the omission of the essay sections, 
the research appeared as fictional analogy , nevertheless remaining 
as a foundation for The Years. 

Woolf was always interested in the lives of women, "those many 
women who cluster in the shade" (SF 17), and in "The Pargiters" 
she focuses on the changing situation for women from the nine
teenth to the twentieth century. The initial novel -essay portion of 
"The Pargiters," which corresponds roughly to the 1880 section of 
The Years, is most informed by her research, and since this section 
deals with the restrictions imposed on the young Pargiter women 
and the discrepancy in education with their male siblings, much of 
Woolf's reading concerned women's education and nineteenth cen
tury women educationists. One influential text was Stephen 
Gwynn's biography of Mary Kingsley, explorer and anthropologist, 
whose comment on the financial disparity betwe en the costs of 
male and female education Woolf quoted in "The Pargiters" (P 31). 



--
The Pargiter wom en receive music and sketching lessons, while · 
their brothers are sent to school and given professional training. 
Kingsley's frustration at not being allowed to learn is behind Delia's 
thwarted desire in "The Pargiters" to study music. The character of 
Delia and her misogynist violin teacher are also influenced by the 
composer Ethel Smyth's autobiographical Female Pipings in Eden, 
which addresses the difficulties facing female musicians. Annabel 
Huth Jackson's account of the rift caused between brothers and sis
ters when the male children start school leaving the females at 
home, in her autobiographical A Victorian Childhood, is the research 
behind Bobby (Martin in The Years) and Rose's disagreement. 

Three texts influenced Woolf's portrayal of the Pargiter's 
cousin, Kitty Malone, daughter of an Oxford master who, apart 
from history lessons from Lucy Craddock, a female historian 
forced literally and metaphorically to the margins of academia, is 
denied education. In F. Cecily Steadman's In the Days of Miss Beale: 
A Study of Her Work and Influence, Elizabeth Raikes' Dorothea Beale 
of Cheltenham, and Mrs Humphrey Ward's A Writer's Recollections, 
Woolf read of the love that often developed between female 
teacher and pupil and how Beale, Principal of Cheltenham Girls' 
School, discouraged any such relationships. Similarly, Craddock 
discourages Kitty's admiration and desire to confide in her 
teacher. Blanche Athena Clough's A Memoir of Anne Jemima Clough, 
about her aunt, the founder of what became Newnham College, 
Cambridge, also influenced Woolf's depiction in "The Pargiters" 
of the resistance within academia towards women's higher educa 
tion in the nineteenth century. Lastly Elizabeth Wright's biogra 
phy of her husband, feminist and philologist Joseph Wright, 
directly informed the portrait of Mr. Brook (Robson in The Years). 

In Three Guineas, Woolf wrote, "Now happily we need no longer 
depend upon biography, which inevitably, since it is concerned 
with private life, bristles with innumerable conflicts of private opin
ion. We have now to help us that record of the public life which is 
history" (TC 31). Whereas the fact of Three Guineas is taken largely 
from almanacs, reports, and registers, with The Years Woolf needed 
the fact 'of individual experience; not public statistics but private 
account. Woolf returns, then, to two issues she raised as early as 
1906 in "The Journal of Mistress Joan Martyn", namely the impor
tance in women's history of private experience, and the value in 
mixing fact and fiction. In this unfinished work, Rosamond 
Merridew, a historian of medieval land tenure systems, advocates 
mixing public records with representations of private life, in order 
that the female perspective be made public. Since these representa
tions are in part fictionalized, Woolf in 1906 as in the 1930s, is pre
senting an unconventional hybrid of history and fiction. 

Although Woolf's sources for The Years are public in that they 
are published, an element of biography and autobiography is pri
vate. Woolf rejects conventional history, saying "That method of 
telling the truth seems to me so elementary, and so clumsy" (P9), 
and here enacts what she contemplated in 1906, a historical method 
which encompasses individual accounts of women's experience 
and which approaches history and feminism through fiction. 

Anna Snaith 
University College, London 
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HIDDEN PERSUASION IN A ROOM OF ONE'S OWN 
If, as Nigel Nicolson proclaims, Orlando is "the longest and 

most charming love letter in literature" (202), and if, as Jane 
Marcus concludes, A Room of One's Own was intended to further 
seduce Nicolson's mother Vita Sackville-West into feminism (166), 
it may not come as a surprise that Woolf's method of persuasion 
runs devilishly deep. 

In the second chapter of A Room of One's Own, set in the read
ing room of the British Museum, Woolf's narrator recites an 
imposing list of (male) authorities on the subject of "Women and 
Poverty" (28-29). Wedged between Shakespeare, whose "incan
descent" mind (58, 59) was not, it seems, without certain blind 
spots, and William Inge, longtime dean of St. Paul's, whose vocal 
opposition to women's suffrage compelled several dozen 
"hussies" (his word) to stage repeated interruptions of his church 
services} is Frederick Edwin Smith, First Earl of Birkenhead. An 
ambitious statesman as well as a notoriously sharp litigator, 
Birkenhead was lord chancellor under David Lloyd George's 
prime ministership (1919-22); under Stanley Baldwin he was secre
tary of state for India (1924-28). His accomplishments included a 
much needed revamping of Britain's property laws and a reform 
of the structure of the judiciary. 2 He was, in other words, a pre
eminent man of his time-an assessment that applies to his views 
on women's status as well. 

"No one," according to biographer John Campbell, put the case 
"against women's suffrage ... more seriously or with more intellec
tual power" (xi). In one sense the logic he brought to the question 
mirrored Woolf's. Conceding, for the sake of argument, that 
women's economic position was inferior to men's, he claimed that 
the voting franchise would do nothing to improve it (Campbell 
276). Whereas for Birkenhead this observation marked the end of 
the matter, however, for Woolf it was only the beginning. The nar
rator of A Room of One's Own recalls that she learned of the legacy 
left to her by her aunt, Mary Beton, "one night about the same time 
that the act was passed that gave votes to women" (37)-and the 
text makes abundantly clear which event was the more significant. 

In memorializing Birkenhead as one of the "patriarchs" and 
"professors" (Room 38) whose insecurities were mad e transparent 
by their angry rhetoric, Woolf satirized a major political figure for 
a position that, as even he reluctantly acknowledged, lost its force 
with the coming of the first world war (Chambers 435-36). A more 
dramatic Joss of Birkenhead's, though, is what Vita Sackville-West 
might have remembered as she read his name in Woolf's illustri
ous roll call. In 1912, Smith (as Birkenhead was known as a barris
ter) had unsuccessfully cross-examined Sackville-West's mother
Victoria, Lady Sackville - in a notorious will contest. Lady 
Sackville, who with her first cousin-husband had already fended 
off one lawsuit over the hereditary possession of Knole,3 had been 
bequeathed a fortune of £150,000, plus art and furniture worth 
twice that amount (Nicolson 68), by Sir John Murray Scott, "a 
kindly old connoisseur" (Chambers 293) who had become almost a 
member of the family. His relatives disputed the will, claiming 
Lady Sackville had exerted undue influence in securing his favor. 

As a witness her performance was, as Sackville-West later put it 
in her matriarchal family history Pepita, "a triumph of femininity 
at its best and worst. She was disconcerting, maddening, witty" 
(264). To illustrate, Smith's usually reliable device of using the wit
ness' own words against her backfired: 

F.E. [SMITH]. You have got a "dreadful temper," haven't you? 
LADY SACKVILLE. I do not think so. 
F.E. I am using your own expression which you used in a letter 

to Sir John. 
LADY SACKVILLE. Ah, but I had to agree with him sometimes. 

(Laughter.) 
The jury's decision in her favor took twelve minutes (Chambers 
299-300). 



Sixteen years later, Sackville-West lost her beloved Knole: on the 
death of her father in 1928 it passed, according to the rules of succes
sion that privileged the male line, to an uncle (Glendinning 188). In 
writing Orlando, Woolf had in one sweep restored the estate to her 
dear friend-365 rooms of her own. As a counterpoint to this grand, 
but nevertheless literary, gesture, she included in A Room of One's 
Own a nod to Birkenhead, a remind er of the time Lady Sackville 
looked straight at the law of the father and laughed it down . 

Sally Greene 
University of North Carolina, Chapel Hill 

1. Responding to Inge's position statements in The Times during November 1913, 
suffragettes began a series of disruptions to his church services that continued 
well into summer 1914 (Fox 130). 
2. See generally the biography by Birkenhead's son and the more recent one by 
John Campbell. 
3. When Lady Sackville's father d ied, her brother Henry claimed ownership as 
the oldest male child. But this right existed only if the ir parents had been legally 
married, which they had not been. By the time the father-Lionel, Lord Sackville 
the Second-met the Spanis h dancer Pepita, who became the mother of his chil 
dren, she had already been married once. The marriage did not in fact last long, 
but it was never officially terminated (which would have been difficult, as it was 
governed by Spanish Catholic law). In order to preserve he r claim to Knole 
(through her husband, Lionel, Lord Sackville the Third), Lady Sackville was in 
the awkward position of having to pro ve her illegitimacy (See Nicolson 65-66). 
The documents and testimony adduced for the trial became the raw material for 
her daughter 's Pepita. 
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ON WRITING YET ANOTHER BIOGRAPHY 
OF VIRGINIA WOOLF 

All biographical writing lies balanced between the poles of 
deduction and induction, theory and fact, the abstract and the con
crete. Though hagiographers elevated the lives of their subjects 
and such early modern biographers as Freud and Strachey 
debunked theirs, they were alike in privileging theory over fact. In 
the late twentieth century, with so many excellent archives accessi 
ble to scholars, such imbalance seems to me highly irresponsible. 
Yet recent studies of the life of Virginia Woolf have all too often 
started with an idea and shif ted the evidence to match the theory. 
For example, where Virginia Woolf left a question mark in a draft 
of "A Sketch of the Past," one of our colleagues has, in a published 
essay, inserted the word "George." 

I see no point in writing another biography of Woolf without 
new evidence and new theories based on that evidence. To find new 
materials any biographer must (to quote a certain textual editor of 
Swift) "kiss a lot of frogs." Since Quentin Bell has made such mas
terful use of family materials and so many writers have followed 
him, with Virginia Woolf a lot of frog-kissing has been necessary. 

I started reading at the periphery of Virginia Woolfs life, look
ing for aesthetic debates. There I discovered many a frog and found 
a few princes. I went on to read every Bloomsbury letter I could 
find; though letters between her friends and relations are often tan
gential to her life, they are not always irrelevant. I have found new 
evidence in several places, including the multitude of letters from 
Virginia's grandmother, Maria Pattie Jackson, to her mother, Julia 
Jackson Stephen. These letters, which Quentin Bell has generously 
given to the University of Sussex, may be numerous, boring, and 
apparently irrelevant, but they have turned out to be princesses . 

On the four pages of a folded note, Maria Jackson typically 
used three pages to tell what time her bath was to be, whether the 
temperature could be warmer, how her bowels were working, 
when she drank mineral water, beef tea, salvolatile, or brandy and 
water, when she had a bilious attack, whether her legs had been 
rubbed, what sort of sleep she had the night before, how she did 
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(or did not) go out in a chair, and how Julia "would be glad to 
know" she would be "pricked" with morphia after a particularly 
poor night. Typical of her insensitivity to verbal resonance is : 
"God bless you my precious-My Bowels are quite comfy now." 

Maria Jackson becomes, in her own words, a caricature of upper 
middle-class Victorian respectability and sentimentality. Julia kept 
thousands of her letters, which Virginia sorted, probably between 
1895 and 1897. She found them such a source of merriment that she 
once tried to enliven a boring tea in Brighton with her Fisher cousins 
by finding more of Maria Jackson's letters to read aloud. No doubt 
Virginia wanted to chortle over Maria's catalogues of ailments and 
litanies of warnings. To Virginia's considerable disappointment, her 
Aunt Mary Fisher had preserved none of Maria's letters. 

However unintentionally amusing, Maria's mawkish letters 
encouraged Virginia to write only entertaining ones. However 
banal or merely curious, Maria's letters offer a treasure -trove of 
Victoriana. However tedious, they do tell a story. After three pages 
which tell nothing about anyone or anything but herself, Maria 
tucked away on her last pages bits of information about her daugh
ter and grandchildren that have helped me piece together hereto
fore unreported information about Virginia Stephen's early years . 

As Janet Malcolm said in her recent New Yorker article on 
Virginia, Vanessa, and Charleston, the "biographies that give the 
greatest illusion of life, the fullest sense of their subject, are those 
which quote the most." In Art ancl Affection: A Life of Virginia Woolf, 
which Oxford University Press will publish in 1996, I have Jet the 
evidence found in the words of Virgin ia Woolf and her friends 
recreate, whenever possible, the drama in the life of this extraordi 
nary woman who from childhood knew that she lived to write and 
must write to Jive. 

Panthea Reid 
Louisiana State University 

Review: LEONARD AND VIRGINIA WOOLF: 
A LITERARY PARTNERSHIP by Peter F. Alexander. 
New York: St. Martin's Press, 1992. 265 pp. cloth $29.95 

In spite of its felicitous title, this book is largely a revisionist 
biography of Virginia Woolf with a tone problem. About halfway 
along, fortunately, even the biographer seems to tire of the trucu
lence that goes with sustaining several theses determined to cut 
against Woolfs current reputation. Over Leonard Woolf's objection 
(sometimes noted), she is once again presented in caricature as the 
snobbish, virtual invalid whose talent for fiction is deflated, 
arguably, by her incapacity to write successfully a work of "classical 
realism." Her dependency on her father and then on her husband, 
her childlessness, and her "lunacy" -"Virginia did not simply have 
insane periods; she was always insane" (90)-are reciprocal themes 
produced by deduction to support unwarrantably simplistic 
premises. Easily Alexander's most original chapter, "A little winter 
love, 1941-1969" (epilogue to all but the third chapter, on Leonard 
Woolf) gives in a nutshell most of the evidence in this book not 
already published elsewhere. 

Presumably to avoid confusing with this book the "intimate por
trait" of Leonard and Virginia Woolf by George Spater and Ian 
Parsons, Alexander substitutes the word partnership for marriage in his 
title (as "literary marriage" is the term elsewhere) because a personal 
relationship, not collusive literary influence, is the real focus of his 
study. The result is textual biography of sorts, for sex and psychology 
have a legitimate place in the analysis of imaginative literature--espe
cially considering this writing couple. However, for a study that would 
answer the question "What influence ... did Virginia and Leonard 
Woolf have on each other?" and would "put Leonard back into the pic
ture" (4), texts are sometimes too much ignored . Only fiction receives 



adequate attention-a reason Leonard recedes into the background 
except as caretaker after 1914. Why no comparative study of their 
equally prolific literary journalism in the 1920s? Might the biographer's 
opinion of Virginia's politics as "narrow, elitist and reactionary" (178)
a reflection of Q. D. Leavis's adverse reaction to Three Guineas-have 
risen if influence had been analyzed by textual comparison? Instead, 
Leonard's own Erasmian responses to civilization's slide toward mud
dleheadedness and war in the 1930s are barely mentioned. 

Squarely "in the picture" after 28 March 1941, Leonard Woolf 
receives sympathetic treatment well beyond that of earlier chap 
ters. His "life of passionate happiness" (though another technically 
chaste one) with Trekkie Parsons is treated with utmost tact and 
sensitivity. The book rises, finally, above the bristling tone of its 
militant introduction and delivers new information (courtesy of 
Mrs. Parsons) on both of its principal subjects. 

Wayne Chapman 
Clemson College 

A BLOOMSBURY GROUP READER, edited by 
S. P. Rosenbaum. Oxford, UK and Cambridge, 
USA: Blackwell, 1993. paper $21.95. 

Among the many virtues of A Bloomsbury Reader are its artfully 
crafted ten categories for the fifty-four selections. The plainly 
labeled "Polemics," for example, contains Strachey's "Matthew 
Arnold," Keynes's "Mr. Lloyd George," Clive Bell's "Wilcoxism," 
E. M. Forster's "Me, Them, and You," as well as Woolf's "Mr. 
Bennett and Mrs. Brown." The remaining nine parts hold fore
words, stories, biographies, essays, reviews, talks, travel writings, 
memoirs, and afterwords. 

Characteristics of Bloomsbury method are here such as an arbi
trarily but sensibly assigned date for significant cultural change as 
when Lytton Strachey writes: "From about the year 1690 onwards, 
one begins to discern the first signs of petrifaction, the rigor mortis 
of the great epoch of Louis XIV; one begins to detect, more and 
more clearly in the circumambient atmosphere, the scent and 
savour of the eighteenth century" (60). So also is the revisionary 
angle we are familiar with from Strachey's Eminent Victorians, 
when Maynard Keynes takes on Newton and reveals that the popu
larly perceived examplar of rationality was "the last of the magi 
cians" who had devoted perhaps a million words to esoteric/ 
alchemical studies in his "elaboratory," as Keynes discovered in his 
examination of a "big box" Newton "packed up when he finally left 
Cambridge in 1696" (64). Indeed the range of Keynes's perceptions 
and humor was my major discovery in reading and re-reading the 
selections. Keynes (and how refreshing in our political climate) 
calls a vice a vice: "Avarice and usury and precaution must be our 
gods for a little longer still" (134) as he considers "Economic 
Possibilites for Our Grandchildren" published in 1930. 

We have Roger Fry's art historical dissection of British "refresh
ment room" ornamentation which I recall each time I sit on one of 
"the chairs into the wooden seats of which some tremendous 
mechanical force has deeply impressed a large distorted 
anthernion" (114). E. M. Forster's "A View without a Room"-his 
1958 perspective on how George and Lucy Honeychurch Emerson, 
et al. lived after 1908-has a disconcerting probability about it. 
Woolf's commentary on her antithesis, Ernest Hemingway, lets 
him choose the weapons: "[i]t would seem that the thing that is 
faked is character; Mr. Hemingway leans against the flanks of that 
particular bull after the horns have passed (206). 

Rosenbaum has included Woolf in all ten categories and 
reprinted her biographical essay on her great aunt, Julia Magaret 
Cameron. Indeed, the collection begins and ends appropriately 
with Virginia Woolf, specifically with her essays on the common 
reader and the love of reading serving as apposite bookends to a 
salutary assembly for which we are in S. P. Rosenbaum's debt. 
How I wish I had had this book in spring semester of 1968 when I 
taught a course on the Bloomsbury Group at Creighton University 
in Omaha or many times since when I've taught seminars on 
Virginia Woolf at Doane. 

Evelyn Harris Haller 
Doane College 
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Review: Suzanp.e Raitt, VITA AND VIRGINIA: THE 
WORK AND FRIENDSHIP OF V. SACKVILLE-WEST 
AND VIRGINIA WOOLF (New York: Oxford UP, 1993); 
cloth $45.00, paper $12.95; 195 pp; bibliography; index. 

As Raitt explains in her preface, this book began as an investi
gation of how women "establish and maintain emotional and 
erotic identifications with one another" via "the forging and 
exchange of narratives," but with the emergence of gay and les
bian studies it has become "more explicitly an intervention in 
debates about lesbianism" (vii, viii). It is also an extended exercise 
in contextual criticism and a study of Sackville-West's neglected 
oeuvre. Achieving such diversely ambitious goals in just six chap
ters, however, is predictably impossible. 

Yet even in its procrustean version, Vita and Virginia is illumi
nating. The opening chapter provocatively explores how the two 
women's marriages at once liberated and protected their lesbian 
identities. Three sections on Sackville-West's novels, poems, and 
biographies usefully situate them in contemporary thinking on 
eugenics, sexology, and female mysticism. Raitt's chapter dealing 
with both women's autobiographical works focuses intriguingly 
on the role of maternal elements in such writing. Her fine reading 
of Orlando against a background of modernist biography empha
sizes the book's sinister as well as celebratory construction of 
Sackville-West, while an original closing discussion of The Waves 
suggests that by "desperately and courageously confront[ing] the 
instinct for making stories," Woolf reflects on "the complications 
of the writing of Orlando" (146, 152). 

But despite the value of its parts, this dual study is marked by a 
curious disconnectedness, among the chapters and indeed 
between the women themselves . Although Raitt constantly 
reminds readers of what she has covered or will deal with later, 
nothing is investigated quite fully enough; connections are insuffi
ciently drawn. Woolf's and Sackville -West's experiences are pre
dominately treated in parallel, not joining but adjoining. Ironically, 
for directly documented analysis of their creative interchange, 
shorter studies such as Louise DeSalvo's 1982 "Lighting the 
Cave,"Sherron Knopp's 1988 "Sapphism and Subversion in 
Virginia Woolf's Orlando" (both recently collected, DeSalvo's in 
revised form), and even Joanne Trautmann's datedly circumspect 
Jessamy Brides (1973) are more concisely informative. 

Kristine Ottesen Garrigan 
DePaul University 

Society MLA Session in Chicago: 
VIRGINIA WOOLF IN THE TWENTIES 

December 28, 1995 10:15 - 11:30 a.m. 
Sally Jacobsen Presiding 
"A Modernism of One's Own: Virginia Woolf's Times 

Reviews and Eliotic Modernism." Michael Kaufmann, 
Indiana Univ.-Purdue Univ., Fort Wayne 

"Virginia Woolf, Vita Sackville-West, and Radcliffe Hall: 
Configurations of Sexual Identity in the 1920's." 
Karen Kaivola, Stetson U. 

"Uninhibited Spending: Economics, Sexuality, and Motor 
Cars in Mrs. Dalloway." Michael Trainer, Stanford U. 

"The Nurse Lugton's Golden Thimble/Mrs. Dalloway 
Nexus and Woolf's Creation of a Domestic Modernism." 
Genevieve Sanchis Morgan, Univ. of California, Davis. 

VIRGINIA WOOLF & THE MULTICULTURAL READER 
December 28, 1995 1:45 - 3:00 p.m. 

Theresa Thompson Presiding 
"Orlando as Ambassador: The Orient as Scene of 

Transformation." Susan Bazargan, Eastern Illinois U. 
"Virginia Woolf: Community of Discourse." Terry DeHay, 

Southern Oregon State College. 
"A Language of Peace: Virginia Woolf and Multicultural 

Literatures." Elaine R. Ognibene, Siena College. 
"Embracing the Dodge: Reading Homosexuality in 

The Years and Between the Acts." Stephen Barber, Duke U. 
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THE VIRGINIA WOOLF SOCIETY COLUMN 

Greetings and Salutations. Welcome to all new members. . . 
The annual VWS MLA gathering is still being plann~, and a~ ye_t with

out a firm home. Chris Froula has offered her house, but it's a fair distance 
from the hotels. She's also suggested the alternative of booking a room in 
the Greek Islands (sounds good to me!)-a restaurant close to the hotels 
where they serve delicious Greek food family style for groups. We could 
settle approximate attendance figures on Thursday, December 28, ask 
everyone to pay a fixed price for food, and the Society could pick up the bill 
for wine, beer, and non-alcoholic drinks. A short business meeting would 
precede dinner. Let Melba !m~w.what you think of this ide~. 

The Sixth Annual Virginia Woolf Conference will be hosted by 
Clemson University in Clemson, South Carol~a, June _13-~6, 1996. Professor 
Wayne Chapman of the English Department 1s coordmatin&, The theme of 
the conference is Virginia Woolf and the Arts. Broadly speaking, as Wayne's 
announcement says, the conference encourages presentations that examine 
Woolf's work from different viewpoints within the liberal and fine arts._ Thus 
interdisciplinary proposals, any variety of scholarly approaches, considera
tions of Woolf's material as performance, assessments of her possible/ 
continuing/future audiences are welcome. . 

Speakers include Jane Marc1;1s, Susan_ Friedman, Je~n ~oorcroft 
Wilson, Julia Briggs, Sybil Oldfield, Manon Shaw, Chn~tme Jord1s, 
Viviane Forrester, Catherine Sandbach-Dahlstrom, Willi Erzgraber, 
Masami Usui, Qui She-Jing, and Melba Cuddy-Keane. Professor Chap~an 
would be especially J?lease~ _to receive intemationa) l?erspectives, creative 
writers and other artists' v1s1ons. Proposals for mdiv1dual papers, perfor
mances, readings, and multi-media presentations as well as three person 
panels, workshops and discussions are welcome. 

Proposals must include ten (10) copies o~ a 250 word abstract for _eac~ 
paper or presentation and a cover sheet that lis_ts all names, addresses, insti 
tutional affiliations (if any), phone numbers, title of paper(s) or panel, and 
format. Abstracts should include paper/panel titles but not names . 

SEND proposals to: Professor Wayne Chapman, Department of English, 
Strode Tower, Box 341503, Clemson University, Clemson, SC 29634-1503. 
Deadline: February 1, 1996 Postmark. A Selected Papers will be published plus 
a special "Virginia Woolf International" issue of The South Caro/me Review. A 
three-hour graduate course "Virginia Woolf and Her World" coordinated 
with the conference will be offered May 21-June 28. I have expanded 
announcements if anyone wishes one or two or several. For further informa
tion you may wish to contact Elisa Sparks at the above address, phone (803) 
656-5410, sparks@clemson.clemson.edu; or Wayne at (803) 656-5399, 
cwayne@clemson.clemson.edu; or fax either Elisa or Wayne at (803) 656-1345. 

J\l!SJ,M,JUCT 
.Jlt?lS ewouas 

QIVd 
a~v.1sod ·s·n 
·2io tyoiduoN 

As I mentioned in the Bibliography notes, The Seventh Annual '(9!) 
Conference is tentatively scheduled for Plymouth State College m 
Plymouth, New Hampshire under the spo~rship of Jeann~ J?ubino. 

DUES: Please send in dues if you haven t yet. I am rece1vm& dues regu
larly, but I usually wait until I have several to make a deposit, and I am 
going to begin updating the list for current members and re!uctantly drop 
ing some persons. Dues are $15 for regular members, $7.50 1s _for stud~1;ts, 
the retired, and unemployed. Several people have request~ either mailing 
lists or mailing labels. At one of our meetings, we need to discuss fees, and 
the nature of the information sharing. . _ 

CALL FOR PAPERS: Madeline Moore and Val Gough are editing a vol
ume on Virginia Woolf and Mysticism and welcome essays from manr ?1ti
cal/ theoretical perspectives. Possible topics: Woo_lf_ and Herme_t1c1sm, 
Bloomsbwy mysticism, Woolf and the Quake~, Mysti<:tsm as Wool~an tex
tual practice the mystic moment. Woolf:asectic/ecstatic?, the mystical aes
thetic of W~olf's fiction. Send a 2-page abstract or orginal pape_rs (25-30 
pages) MLA style, and a vita/CV by 28 February 1996 to BOTH ed1~ors. Val 
Gough/Department of English/University of Liverpool/Box 147 /Liverpool 
L69 3BX UK/tel: 01517942724/2705/Fax: 0151 794 2730. Madeline Moore/ 
747 Kansas Street #3/San Francisco/94107 /USA/Tel: 415 647-2741. 

Please send me items for the 1996 Annual Bibliography. On a more 
personal note, thank all of you for the notes, suggestions, and information. 
Thank you for your continued support and good will. I hope to see you all 
atMLA. 

You should be receiving, if you haven't already, your C?PY of the direc-
tory and bibliography. [ have heard froi:n a few whose b1bhography was 
incomplete. This error was made at the printers when I understand someone 
"forgot to press the button." As a Woolfian, _I was not surprised-buttons 
being like prunes to some. [n any case, the pnnter has been_b<;>unced, _a new 
one engaged and I will be happy to replac': any of ~ese b1bliographie_s. Of 
course these "lacking ones" may become pnceless--like those books pnnted 
the wrong way, or the stamps inadvertently upside down. But don'_t wait t_o 
find out--<irop a line or call and ['II send the corrected copy out unmed1-
ately. It's always good to hear from members anyway. 

Denise M. Marshall 
Secretary/Treasurer 
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