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TO THE READERS: 
I 

The June meeting was another success, and not flooded. Arpi 
Sarafian's highlights only hint at the richnesses . The Society decided 
to consider ideas for the MLA session during the June conference so 
they could be published for consideration in the Fall Miscellany. 
Final vote would be at MLA as usual, but this arrangement would 
mean that those who cannot be at MLA still would have a voice in 
those choices. This procedure will begin June 1994 at the Fourth 
Annual Conference. 

Paul Connolly, Director of the Institute for Writing and Thinking, 
is organizing the Woolf conference, "Re: READING, Re: WRITING, 
Re: TEACHING VIRGINIA WOOLF," June 9-12 at Bard College, 
Annandale-on-Hudson, NY. Papers should pay particular attention 
to issues of teaching Woolf. Individual panel proposals are welcome, 
as are interactive workshops and non-traditional scholarship. Pro
posals should include 5 copies of a one-page 250-word abstract for 
each presenter, plus one cover page listing name(s), address(es), 
phone (#s), institution/place, format, and title of each paper or panel. 
Deadline: February 1, 1994 (2/1/94) to Judi Smith, Bard College, 
Annandale-on-Hudson, NY 12504. 

Eileen Barrett and Merry Pawlowski, co-historians for the Woolf 
Society, are soliciting participants for a workshop panel on the his
tory of the society. Topics for discussion from founding members 
of the society and/ or the Miscellany are especially welcome. Eileen 
and Merry are planning a permanent historical archive for the soci
ety and exhibit at future conferences. Information and materials 
eagerly sought. Address inquiries or suggestions to Eileen, 
Department of English, California State University, Hayward; or 
Merry, Department of English and Communications, California 
State University, Bakersfield. 

The 1995 conference will be organized by Beth Rigel Daugherty, 
English Dept., Otterbein College, Westerville, Ohio 43081. Those 
who have already put together a conference have drafted a "tem
plate" (as Mark Hussey calls it) for prospective hosts, and are will
ing to act as a conference steering committee. 

Molly Hoff is looking for a reference to Woolf and a disease 
called Porphyria; she believes it might have surfaced in the VW 
Quarterly about ten years ago, and wishes to credit the source . 
Write her at 26919 O'Kent Drive, San Antonio, Texas 78258. 

From London, Stuart Clarke sends a belated response to Jane 
Marcus re: the film with "Miss LaTrobe in person." The film's title 
is The Demi-Paradise (Adventure for Two in the USA) directed by 
Anthony "Puffin" Asquith in 1943. He knew Virginia Woolf "of 
course" and a photograph of them together in 1923 appears oppo
site p.145 in Leonard's autobiography ·cv. III, Hogarth Pressed). 

The Spring (#42) VWM will be edited by Professor Peter Stansky, 
Department of History, Stanford University, Stanford, CA 94305. 
Deadline for copy will be March 1, 1994. Peter is "thinking of concen
trating on VW in performance ." Submissions should be short, between 
750-900 words. Pat Laurence is seeking persons to review for her col
umn, and book suggestions as well. Contributions are welcome, as 
always . Send any monetary donation or checks made out to the SSU 
Academic Foundation, with the English Department address as 
printed on your VWM. 

The Fall 1995 VWM (#45) will be another theme issue. The focus will 
be "Woolf and Fascism." Submissions are solicited which center on 
Woolf's politics and her responses to fascism . Inquiries to Merry 
Pawlowski, Department of English and Communications, California 
State University, Bakersfield, Bakersfield, CA 93311-1099. 

Fall 1993 

Stuart speculates that Asquith might have read Between The Acts 
before making the film. Margaret Rutherford played the Miss 
LaTrobe character and sports an Ethel Smyth hat. 

And in the grab-bag. Sonya Rudikoff writes that any reader 
with a spare £250,000 might be interested in purchasing the 
Wissett farmhouse where Vanessa Bell, Duncan Grant, and David 
Garnett served out World War I do ing farm work. She says she is 
always amazed "that such places have their own independent his
tory as real estate properties!" Janet Mullaney, editor and pub
lisher of Belles Lettres, is going to have Virginia Woolfs handwrit
ing analyzed for a future issue . She also apprised me of an auction 
of Woolf's pen nibs. Any interested parties out there? 

I would like to express my appreciation and gratitude to the 
many people who assisted a fledgling editor down the obstacle 
path to publication. Offers of material, hints at approach, and 
downright decisions already made were most welcome. 

Denise Marshall 
SUNY-Oswego 

FROM THE READERS: 
Leonard and Virginia Woolf and Music 

Recent issues of the Virginia Woolf Miscellany have included an 
article and a letter on Virginia Woolf and music, by Patricia 
Laurence and Bathia Churgin respectively (in nos. 38 and 40). May I 
draw their attention and that of other researchers interested in 
Virginia Woolf and music to Leonard Woolf's diary of music lis
tened to which he kept with his customary thoroughness for more 
than thirty years. The diary is in the Leonard Woolf Papers, University 
of Sussex Library Manuscripts Section (Ref. SxMs.13 IIR64). 

The first entries in the diary, earlier used for quotations from 
Hobbes' Leviathan, read : May 31 1939 Verdi Traviata BBC; June 1 
Dohnanyi Quartet No. 3 Nat. BBC; June 4 Gesualdo & Monteverdi 
Madrigals Reg. BBC; Between the first entry and March 28th 1941 
are listed music broadcasts some of which Virginia Woolf almost 
certainly heard. The great Bs predominate-Bach, Beethoven and 
Brahms along with Mozart, Haydn and Schubert-mainstream 
listening for music lovers . The diary illustrates a clear preference for· 
the music of the 18th and early 19th centuries, chamber, vocal and 
orchestral-but not exclusively. Evidence indicates an interest in the 
symphonies of Sibelius. There are nine hearings of five of his sym
phonies between February 1940 and January 1941. Mussorgsky's 
Boris Godunov was heard twice in 1940 within the same four weeks. 
Throughout the fateful last month of her life the Monks House radio 
relayed Bach cantatas and concertos, Beethoven chamber music, 
Brahms chamber music and his Alto Rhapsody, Handel and Haydn 
quartets and Mozart concertos. On the final two days of her life 
Leonard lists the hearing of Bizet's Carmen on the 26th of March and, 
most poignantly, on the 27th of March, the Appassionata Sonata of 
Beethoven. What, one wonders , was the effect on her mood of this 
music if indeed she heard it? There is no entry for March 28th 1941 
and none again until April 6th when the entry is for Haydn's Quartet 
Op. 20no.6. 

Leonard continued to list the music he heard almost daily for 
the rest of his life. It is interesting to ask who among the twentieth 
century composers he listened to and the answer appears to be 
Bartok, Britten (particularly the operas), Hindemith, Ravel, 
Stravinsky, Walton and Vaughan Williams. But at the end it was 
the great music of the 18th century with its magnificence and reso
nance that captivated as it always had done. There are just four 
names in the final month-Bach, Beethoven, Haydn and Mozart. 



The entries are in a hand other than Leonard's for by then he was 
no longer able to write. 

Leonard Woolf died on August 14th 1969. It is entirely evident 
from his remarkable diary that music commanded his love and 
gave him joy throughout his long life. 

Bet Inglis 
Manuscripts Section 
University of Sussex Library 
Brighton BN1 9QL, Sussex 

A PARTY OF OUR OWN: 
The Third Annual Virginia Woolf Conference 

As he prepares to smoke his second pipe, "The second is never 
so sweet ... as the first, I mean," says Pozzo, the despotic fat mas-
ter in Samuel Beckett 's Waiting for Godot. However, enough good 
things happened at the third (the second, for me) annual Virginia 
Woolf Conference in Jefferson City to declare it "a triumph." 

Even more so than its predecessor, ''Virginia Woolf: Emerging 
Perspectives," held on the gorgeous campus of Lincoln University, 
gave one much to ponder and to rethink. Opening up the dialogue 
between women among racial lines, establishng sexual/ colonial 
links, (re)connecting Woolfs modernism to her Victorian/Edwardian 
literary heritage and exploring her class biases were "emerging 
perspectives" indeed. 

The keynote speakers-Elizabeth Abel, Barbara Christian, 
Michelle Cliff and J. J. Wilson-all had something to offer. In keep
ing with the multicultural focus of the conference, these eminent 
scholars addressed issues of race, more specifically, the connections 
and the disjunctions between the fictions of Virginia Woolf, Toni 
Morrison and Alice Walker. Particularly appealing was Michelle 
Cliff's unassuming simplicity. Rather than pour out her ideas, 
Michelle went to the audience for suggestions, ideas and refer
ences. Hers was more an awareness of Woolf's hostility to the idea 
of empire, yet inability to extend herself into and humanize the 
oppressed. It was neither apology nor an uncritical adulation of 
Woolf : "Anybody's racism is not simple," said Michelle. 

The featured panel "Woolf and Patho/Bio/Graphies"-with 
Thomas Caramagno, David Eberly, Jane Lilienfeld and Rebecca J. 
Stucliffe, provoked much discussion on Woolf as an incest sur
vivor and on the connection between Woolf's art and her mental 
breakdowns. Underscoring the importance of the genetic compo
nent of Woolf's manic-depressive psychosis , "looking at Woolf's 
suicide from more than one perspective would help us approach 
her death with more humility and uncertainty than the focus, so 
far, on Freudian psycholo has suggested," said Caramagno. 

J. J. Wilson's ina comment, us fall in love with, rather 
than put down ne another," had clearly s the tone for the con
ference. I o ative and creative ways of reconc · g literary white
ness an terary blackness were explored . In fact, a Elizabeth Abel 
poi a out, "bringing the Virginia Woolf Conferen e to Lincoln 
U versity, a historically Black university, was an im rtant ges

re to move across cultural differences towards common oals." 
Which is not to say, howev.er, that there was "a cohe ence in 

· " and, "everyt~ing seemed ri~h.t." The atte~p!~~y s~~e to 

coordinating the concurrent activities did not go unrewarded. 
Converging to the Langston Hughes theatre for the featured pan
els and speakers-after having been in a few too many rooms a 
few too many times-gave the conference focus and was a good 
reminder of our connectedness. 

It looks like we have, to borrow Vara's words, secured an 
annual "party of our own ." Plans for the 1994 Conference at Bard 
College in New York are underway. Certainly "a moment" to look 
forward to amidst the ever increasing tribulations and uncertain
ties of our everyday lives. 

Arpi Sarafian 
California State University, Los Angeles 

GRILLS ~~ 
:::::ed with French Fries & Sala
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8oz Sirloin Steak £10.95 ~f ~o '00 'b 
8oz Rump Steak £9.95 

Hamburgers £6.50 
Philosphers Choice An 8oz hamburger plain and unadultered 
Artist's Inspiration An 8oz hamburger topped with Cheddar 

Mrs. Dalloway's 

Night& Day 

or Stilton cheese 
An 8oz hamburger without bun, topped 

with sauce poivre, pink & green 
pepper corns, cream & brandy 

An 8oz hamburger without bun, topped 
with white wine, tomato, red & 
green peppers and garlic sauce 

Virginia Woolf s Burgers, Pasta & Grills. Bloomsbury off Russell Square. 
Photo by Stacey Shrader. 

VIRGINIA VICTORIOUS close oolf s text with charges of elitism and r~sit~ ~ ere ~n-
certing . Failing to make the distinction betwee f identity ~ d ~ex as When Quality Paper Back Books touted the Virginia Woolf 

biol ·cal characterization was equally discqxpforting.-¥y ~eat- sweatshirt in 1981, I bought it. When they put the same logo on 
est concern, however, was that, in our efforts to include m¥ginal - mugs, I bought it . During the Woolf Centenary in Morgantown, 
ized voices and our eagerness to bring the 9\t;id~r in,side, we Louise deSalvo, ever in the vanguard, stalked the halls dressed in 
sometimes came dangerously close to reinfor / ing'the--ir{side/out- _,,~ O~doregaTia;and -a .. t,!!!_ slender wraith in a floating gown and 
side polarity, thereby replicating the very structures we purport to "....-Pie e hat glided into JaneMai;,~ presentation. We were con-
dismantle and to rebuild. / / vinced it oolf her very self. Sine en, Woolfmania has per-

Our "imperfections" and "differences" were nevertheless, just vaded popular c ~ slowly, subtly, laug · . -------------
as the mother of us all would have it, anch01\ed in the "security of . / Once the issue them of popular culture was set, oo ves began 
the past." Running into the familiar faces o{ Mark Hussey and ~/ sending me the humorou , the trivial, and the oddly askew, so a 
Vara Neverow-Turk--organizers of the first ~ o Woolf confer- catalogue of Woolf serendip1 seems in order. Is Virginia Woolf 
ences-at the Martin Luther King Hall lobby and "'(atching the two popular? Is She part of popul \ culture? I'm not sure wh t the 
yield the podium to each other for announcements-gave-one a answer to the first question is-pe \haps that readers get "h ked," 
wonderful sense of continuity. No less delightful was seeing Jane as readers get on Anne Rice. Perha Rs that few readers, co on or 
Lilienfeld, principal organizer of this year's conference, get up in otherwise, think of Woolf, but of Virginia, or The Goat, or Mis an, 
the middle of a session, large canvas tote and thermos in hand, "to or Mary Beton. The second is resoundingly yes! That sweatshirt 
go back to the troubleshooting desk." Jane's "heroic labors" fa the first pebble in what has become a landslide of Woolfiana. 
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Caricatures depict Woolf's tears, dripping into her inkwell, 
become her ink; an Alice-in-Wonderland-like Woolf in Barnes and 
Noble's posters, carry bag (in three convenient sizes), mug, and tee
shirt; and a confident Edwardian Woolf scoring "for Bloomsbury 
against the Lost Generation in the European Cup soccer finals," a 
James Hill cartoon for The Chronicle of Higher Education. Cameron 
photographs, the boaed Woolf, and the sheared Woolf of the 1930's 
decorate tee shirts and sport quotes like "It's a Woolf thing." Being 
"in" is one of the most telling signs of the popular. 

As Brenda Silver has pointed out, the perils of popularity mean 
iconization, in movies like Sammy and Rosie Get Laid. But popularity 
also means Eileen Atkins' A Room of One's Own, in two runs on 
Broadway and on Masterpiece Theater which also presented a To 
The Lighthouse. Mrs. Dalloway is an opera, and Orlando is, though 
debatable, becoming a cult film. Book publishers have hied aboard 
this coach : Orlando covered with Tilda Swinton in Elizabethan drag; 
Book of the Month Club's Room and Three Guineas (still minus the 
photographs) in a single volume-hardcover; Quality Paperback 
Books and BMOC placing Orando in the Triangle Classics, a series 
spotlighting gay and lesbian writing. One could get both And the 
Band Played On and Orlando "for just $4.95!" from QPB. 

Woolf is something of a touchstone in detective fiction by 
women. I mention here the veriest few, but almost every writer 
refers to Woolf, or uses her words as guides. Beside the 1983 Ellen 
Hawkes/Peter Manso Shadow of the Moth, A Novel of Espionage with 
Virginia Woolf, She pops up in Edith Skom's The Mark Twain 
Murders, in Lydia Adamson's A Cat of a Different Color, in Paretsky's 
Warshawsky mysteries, in Rita Mae Brown, and in Heilbrun's 
Amanda Crosst/Kate Fanslers. In the Last Analysis features a mur
dered woman named Janet Harrison; The Players Come Again, a con
sideration of biography and the "writing of a life," gets its title from 
The Waves- "We have been hauled over the shingle, down to the 
sea. The players come again." I'm expecting that Carole Nelson 
Douglas's Irene Adler will somehow become involved with the 
Stephen household and meet the young Virginia. Ursula Le Guin 
wonders in "Science Fiction and Mrs. Brown" whether "Mrs. Brown 
and science fiction can ever sit down together in the same space
ship. Could it be that Mrs. Brown is actually ... too large for the 
spaceship?" (Language of the Night, 1982). Joanna Russ in The Hidden 
Side of the Moon (St. Martin's, 1987) wishes that Woolf be shown "the 
shining dance floor of the Heavens," and acknowledges Jessica 
Amanda Salmonson who thought "it would be marvelous if time 
travelers ... rescued ... You Know Who ." 

Postcards of Woolf sell in Greenwich Village, she and Bart 
Simpson peered at each other across an article in The Economist, 
and Vogue devoted a gossipy commentary in its "People are 
Talking About" section to that most popular of all popular activi
ties-beer endorsements Ouly, 1993). At least in Virginia's case it's 
Bass Ale although the caption is oddly, "When Are Words Not 
Enough?" And the ultimate compliment? A restaurant in 
Bloomsbury off Russell Square: "Virginia Woolf's Burgers, Pasta & 
Grills." Virginia would be pleased, I think, to know that the "pro
found, subtle and subterranean glow" is being nurtured. 

Perhaps, after all, those time travelers did rescue Woolf; perhaps 
we have met them and they are us. 

Denise M. Marshall 
. SUNY-Oswego 

VIRGINIA WOOLF AND POPULAR CULTURE 
These are curious terms to put together. In fact, nothing 

expresses the ambiguity of their conjunction more than the recent 
film of Woolf's Orlando, now playing at multiplex theatres in vari
ous suburban shopping centers. Perhaps you have seen the film 
after eating a pizza or Chinese food in a nearby restaurant. Coke 
and popcorn are sold in the lobby as you wait on line for the 7:15 
showing. You hope that the shrieks and gunfire from the film next 
door will not be too audible. 

Who would have thought that this would be the mass-dis
tributed film to spread Woolf's name across the theatre marquees 
and the ads?! Most people would have said that the book's special 
qualities wouldn't translate well into cinematic form. The tone and 
light irony, and the frequent intrusion of the author, cannot quite 
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Bass Ale Ad Campaign. Anon with Mary Beton, Mary Seton, 
Mary Carmichael. Photo by Georgia Schiveley. 

be accommodated to advantage, although Orlando steps out of the 
film role occasionally to comment on the action. Still, it's a very 
sophisticated technique. The Years was probably more popular, 
and it sold very well. There was a fairly popular television version 
of To the Lighthouse, and Mrs. Dalloway has been turned into an 
opera, but despite their acknowledged popularity these are not 
artifacts of popular culture. With the renewed interest and activity 
of feminism, other Woolf books have received attention, even 
renown, especially A Room of One's Own, which was the subject of 
a performance by Eileen Atkins, and Three Guineas, but neither of 
these was made into a film or an opera. Perhaps, finally, none of 
these examples really stands for popular culture, although they all 
enjoy a celebrity undreamed of 40 years ago . 

In the past, much ink was spilled over questions of popular cul
ture versus high culture, kitsch versus folk culture, and the air was 
dark with definitions . But those generalizations no longer hold, in 
a cultural scene where folk culture has ceased to exist, and high 
culture has borrowed from popular culture and kitsch. In fact, 
these terms may be almost useless, referring as they do to a time 
when cultural artifacts were rare and special and costly . The enor
mous development of paper-back books, compact discs, records, 
tapes, videos, films, and television itself, has blurred the defining 
lines of the past. It is in this context that we must consider the 
question of Virginia Woolf's relation to popular culture . 

Audiences have changed radically in the fifty-odd years since 
Woolf's death. Audiences have become larger, more specialized, 
more people are reading, buying books, magazines, watching tele
vision. There are more people .going to concerts, the opera, dance 
performances, lining up at museums, as well as baseball games, 
more people traveling, more people inquiring and knowing about 
all there is to see. Libraries now loan records, CD's, videos, not 
only books. There are simply more people, and more kinds of cul
ture and art available to them, and their tastes and desires have 
been more developed. 

The schools and universities have changed too, the standard 
curriculum is more e~ightened, the books are more available, the 
opportunities for cultural experience more varied and numerous. 
It would no longer be possible to make judgments of social and 
cultural impoverishment as Woolf did when she spoke of Hugh 
Walpole as a "grocer's son" or likened James Joyce to a "board 



school boy." And the genres themselves have blurred their bound
aries. "Serious" composers now introduce elements ot jazz or 
blues . or Asian music into the structure ot their compositions. 
Other kinds of art can be shown to follow similar principles . 
Performance art, collage, and construction art, like the earlier Pop 
art, include visual elements from outside the world of "high art." 

Most important, no matter how new, how recently composed or 
constructed, all these forms of art are given the space and engaged 
attention of skilled critics, not only in small avant-garde journals, 
but in the newspaper of record, The New York Times, where regular 
columns review the cultural scene, taking note of every kind of cul
tural activity. Cultural journalists in England and Europe report on 
the same phenomena. Both here and abroad similar developments 
can be seen in the recent history of dance, theater, painting, sculp
ture, graphic arts, and crafts. 

We know the Woolfs had a gramophone, and liked Mozart and 
Beethoven. Did they listen to the popular music of their own time? 
Or the advanced modern music? Woolf liked Mozart and Wagner 
opera in her youth. Did she like Schoenberg? Or Bea Lillie? We 
know that T.S. Eliot was fond of Marie Lloyd, and wrote about the 
music hall, perhaps as Woolf wrote ab011t the cinema; but he also 
connected it with great popular festivals and occasions such as 
Derby Day. Woolf expressed a distaste for the masses , and did not 
celebrate such moments, except ironically in her last novel, 
Between The Acts, centred on a village pageant. In the 30's this 
example of popular culture frequently attracted writers like Eliot 
and Forster, who wrote such pageants and took them seriously. In 
Woolf's novel, the director of the pageant, Miss LaTrobe, is not a 
woman of the people, or a rustic, but an educated person, with 
distinct aesthetic ambitions for the pageant as a work of art. But 
perhaps the involvement of sophisticated persons signified that 
pageants were no longer part of the popular tradition, or even that 
there no longer was a living popular tradition . 

It is hard to imagine what Woolf might have thought about all 
of these transformations in the relation of cultural producers and 
consumers of cultural artifacts . Imagine Woolf listening to Mick 
Jagger! I'm not sure she would have liked him or his music, or the 
image of art conveyed. What would she have made of the popular 
image of herself, standing for aestheticism of a peculiarly stultify
ing sort? That notorious film with its provocative title, Who's Afraid 
of Virginia Woolf?, is itself a part of popular culture. Someone was 
afraid of Virginia Woolf, and the idea found resonance. The play 
was Edward Albee's attack on high culture, and the echo of a nurs
ery rhyme fixed it forever in consciousness. Of course we ignore or 
dispute such echoes. But Virginia Woolf is unfortunately anchored 
with them in popular culture. 

Sonya Rudikoff 
Princeton, New Jersey 

VIRGINIA WOOLF AS POP-ROCK MUSE 
Three female rock groups have released records in the last five 

years with allusions to the writings of Virginia Woolf. The refer
ences to Woolf range from the use of a phrase from A Room of One's 
Own to a song describing the inspiration Woolf provided the narra
tor and crediting Woolf's diaries as a source of suicide prevention. 
Just in case we as professors begin to lose hope for the reading 
scope of the "younger'' generation, these groups as well as the pop
ular 80's band The Smiths prove that at least some of that genera
tion has read Virginia Woolf or knows of her writing and respects it. 

Of the three groups Shakespears Sister is the least referential, 
using only an allusion to Woolf's passage in Room that speculates 
about the fate of Shakespeare's sister had she existed and had an 
interest in the stage. This band consists of a former Bananarama 
member Siobhan Fahey and Marcella Detroit. Sacred Heart, their 
first album was, like their second, a hit in the United Kingdom. 
They reveal quite openly that their band name comes from a 
Smiths' song which was based on Woolf's AROO. None of the 
songs on Hormonally Yours (1992) or Sacred Heart refers further to 
Woolf, supporting their disclaimer that Woolf had nothing to do 
with their band, although they admit an interest in women's 
issues (Powell; Azerrad). 
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Shakespears Sister's inspiration, The Smiths, is most famous for 
their album Meat Is Murder (1985). The characteristically acerbic 
lyrics for their song "Shakespeare's Sister" (1985), found on their 
album Louder Than Bombs (1987) employs a shifting point of view, 
beginning with the rocks on which the "boy" is going to throw 
her /himself. The rocks entice the youth to throw his "skinny 
body" down. The youth addresses mother, announcing the desire 
to join her /his love. The group's lyricist "bookish recluse" Steven . 
Morrissey seems responsible for introducing rock fans to Woolfs 
fantasy Shakespeare's sister (Fricke 32). 

The group Two Nice Girls names their CD Chloe Liked Olivia 
(1991) and they quote the passage from Orlando about Chloe and 
Olivia on their liner notes. This passage and title also appear to be 
the only direct allusions to Woolf. A few of the songs are political 
satires on the Bush regime and on homophobia; Woolf would 
probably agree in spirit with both sentiments as her feminist 
essays, and her novels The Years and Orlando testify. This group 
comes from Austin, Texas. Gretchen Phillips, Kathy Korniloff, Meg 
Hentges, and Pam Barger compose the group, which originally 
had three musicians but was never only a duo (Brandt). They are 
open about their lesbianism, but their audiences are not limited to 
lesbians. Their lyrics are so witty and funny that they appeal to lis
teners of various ages and orientations. 

By far the most famous of these three female bands is Indigo 
Girls from Atlanta, Georgia. Emily Saliers and Amy Ray went to 
Emory University, where perhaps they encountered Woolf's 
diaries and then essays (McCormick). See Benzel elsewhere in this 
issue for an analysis of the lyrics. Their song "Virginia Woolf" 
begins with a riff reminiscent of the opening violins of the Beatles' 
"Elinor Rigby." After the swelling of the string section, a poignant 
lyric unfolds, indicating that Woolf's diaries provided the narrator 
with the courage to live instead of committing suicide. She assures 
the spirit of Woolf that her writings continue to have meaning and 
to inspire younger readers, giving them hope that they have a pur
pose on this planet, too. The lyric repeats "Each life has its place." 

Each of these bands approaches Woolf with their different 
musical needs, much as readers approach her writing with their 
own agendas. These allusions to Woolf are valuable no matter how 
superficial they are because they contribute a means of potentially 
involving the listener and buyer in the pursuit of a highly intellec
tual and innovative woman writer's works and life. If only a few 
of the audience members for any of these groups reads Woolf 
because of this exposure they will have benefited . Rock groups 
will not supplant literary studies, but they most certa inly can 
enhance the attention span of an audience possibly reluctant to 
read a dead British woman's novels in their literature class. 

Catherine E. Hoyser 
Saint Joseph College 

Azerrad. Michael. "Shakespears Sister ." Rolling Stone 30 Nov . 1989: 43. 
Brandt, Pamela Robin . "2 Nice Girls=4 Proud Lesbians." Ms Magazine. 
Nov/Dec, 1991:85. 
Fricke, David. "Keeping Up with the Smiths." Rolling Stone 9 Oct. 1986: 32-33. 
McCormick, Moira. "Indigo Girls: Two for the Road." Rolling Stone 
21 Sept. 1989: 24-25. 
Powell, Alison . "Shakespear's Sister Lunar Tunes ." Interview Jan . 92-16. 



THE INDIGO GIRLS' "VIRGINIA WOOLF": 
(Re)Birth of Shakespeare's Sister 

... for great poets do not die; they are continuing pres
ences; they need only the opportunity to walk among ~s 
in the flesh .... and the dead poet who was Shakespeare s 
sister will put on the body which she has so often laid 
down. Drawing her life from the lives of the unknown 
who were her fore-runners ... she will be born. 
(A Room of One's Own 117-118) 

In the Indigo Girls' 1992 album Rites of Passage, son~t:r ~d 
lyricist Emily Saliers pays renewed tribute to Woolfs' msprration 
and encouragement for young women. Saliers' lyrics demonstrate 
both the wisdom of Woolfs "perorations" in A Room of One's Own 
and exemplify the time continuum reco~ded in W~lfs f;ia".Y ~d 
"A Sketch of the Past~' More specifically m a song entitled 'Vrrgrma 
Woolf' Saliers revives Virginia Woolf's Shakespeare's Sister by ?'e
ating an imaginary conversation with Woolf that conflates time 
past, as represented by Woolf, and time present, as represented by 
Saliers' song. Ultimately, Saliers' re-eml:,odiment of Sh~e~peare's 
Sister in the timeless mode of poetry realizes Woolf s prediction that 
Shakespeare's . Sister will be born again and again in the future writ
ing of women. 

Within her opening reference to Shakespeare's Macbeth, Saliers 
reconfigures the aesthetic motivation for Woolf's creation of 
Shakespeare's Sister. Saliers writes: 

Some will strut and some will fret/See this an hour on 
the stage/Others will not, but they'll sweat in their hope
lessness in their rage/We're all the same, the men of 
anger and the women of the page 1 

By recasting Macbeth's lines as Shakespeare's Sister might have 
written them, Saliers (re)introduces Woolf's poetics based on a 
vision of life's contiguity and continuity. Some will see life on earth 
as a brief moment which is extinguished all too soon, but "others" 
will continue to live in spite of the obstacles and consequences. 
Such is the life of Shakespeare's Sister and other "women of the 
page.'.' In fact, this emphasis on lif;'s pot~ntial to overco~e life's 
complications rather than on death s finality marks the difference 
in vision between Shakespeare and his imaginary Sister.2 And sub
sequently, this conception of time-as both contiguous and conti
nous-becomes the controlling metaphor of Saliers' song as she 
transforms Woolf's life and death into an apocalyptic message . 

Saliers reveals this message in her imaginary conversation with 
Woolf: "on a kind of a telephone line through time, the voice at the 
other end comes like a long-lost friend." As they face "the apathy 
of time" together, Saliers discovers that she and Woolf h~ve 
already been in dialogue through Saliers' reading of Woolf's Diary 
and their common bond as "women of the page." In their conver
sation across time, Saliers consoles Woolf by reassuring her that 
"if you need to know that you we~th~r~d the sto~ of cruel ~or
tality / A hundred years later I'm still sitting here livmg pro?f .ru:1d 
she thereby simultaneously erases time as an <;>bst~c~e that ii:111ibi_ts 
communication. Instead, the continuum of their spmt, exercrsed m 
their writing, is carried across time. Woolf's past merges with 
Saliers' present and moves toward future writers. 

In "A Sketch of the Past" Woolf discusses this relationship 
between the past and present and suggests that in order for one to 
experience the present fully it must be informed by the past. For 
Woolf the past and present aren't defined by generational stages or 
literary periods or historical ages but inst~ad are ~onnecte~ by ~ 
continuous spirit which runs through our lives. Saliers_ descnbes it 
as "a mind without end." In this way, as Woolf pomts up, we 
"think back through our mothers if we are women" (AROO 79) 
and realize a history of lives lived together. Woolf explains further: 

The past only comes back when the present run_s so 
smoothly that it is like the sliding surface of a deep nver. 
Then one sees through the surface to the depths. In those 
moments I find one of my greatest satisfactions, not that 
I am thinking of the past; but that it is then that I am liv
ing most fully for the present. For the present when 
backed by the past is a thousand times deeper than ~he 
present when it presses so close thatyou can feel nothing 
else ... ("Sketch" 98). 
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Saliers conflates Woolf's time with her own present time 
through the use of a refrain which ,~anges thr?ugho_ut the so~g. 
The first refrain appears as follows: So I know I m alngh~/My life 
will come my life will go/Still I feel it's alright 'cause I JUSt got a 
letter to my soul." In the second refrain,_the pronouns are c~anged 
to second-person "you" and past tense is used. And the third and 
last refrain uses the plural first-person "we" and switches back to 
present tense. These are significant changes whic~ don't appea: in 
the printed lyrics in the album inse~ ~ut are clear m the r:cordmg. 
By changing the pronouns and shifting verb tense, Sahers com
bines past and present, Woolf and Saliers, and Shakespeare's Sister 
and Saliers, merging them into one coherent poetic state~ent. 
Thus, Saliers literally exemplifies Woolf's pronouncements m A 
Room of One's Own that Shakespeare's Sister "lives in you and me" 
when she constructs a text which demonstrates that "life" line. By 
enacting Woolf's prediction of the rebirth o! Shakespe~e's Sis~e~, 
Saliers authorizes her own artistry and credits Woolf with a spm
tual power that transcends time and place. By thinking back 
through her own "mothers," Saliers animates her own artistry 
with a creative spirit that represents a long ("life") line of _women 
writers, and the changes in the refrain signal this relationship. 

One of the most powerful verses in Saliers' ''Virginia Woolf" 
brilliantly combines Woolfs own perceptions and Saliers' discov
ery of herself as an artist. Saliers writes: 

The place where you hold me/Is dark in a pocket of 
truth/The moon had swallowed the sun and the light of 
the earth/ And so it was for you/When the river eclipsed 
your life and sent your soul like a message .in a bottle to 
me/ And it was my rebirth 3 

In this verse Saliers combines Woolfs death in the River Ouse 
with the eclipse that Woolf witnessed in 1927 (excerpted at the end of 
the album insert) and presents not an image of loss but of the "con
tinuing presence" of Woolf and of other women artists. Using this 
eclipse as a symbol of renewal and regeneration, Saliers places. the 
significance of Woolf's death on its spiritual power to overcome time 
boundaries. Woolf says in her diary entry about the eclipse: "It was 
like recovery. We had been much worse than we had expected. We 
had seen the world dead. This was within the power of nature. Our 
greatness had been apparent too" (Diary III l'.14). ~ ~hort, t~oug~ 
her own writing, Saliers recovers Woolfs ~ea~ve spm~ an~ bnngs it 
to fruition in the present moment of her smgmg. ~he _is with Woolf 
spiritually, like the stones in Woolf's pockets weighing herd~~ 
with the truth as she walks into the river, and that truth about life s 
continuity is present in Saliers' singin~. 1J1e~ ~ouls are _co~ected; 
Shakespeare's Sister's, Woolfs, and Saliers spmts draw life srmulta
neously from the past and present as they move into the future. 

Kathryn N. Benzel 
Associate Professor in English 
University of Nebraska at Kearney 

1. I have edited the lyrics of Saliers' ''Virginia Woolf to reflect the actual record
ing on the album. The album insert contains the lyrics to all album son~ cl~arly 
identified by their titles. However, t~e song lyrics are not punctuated, capit~z~, 
nor separated into verses. In my editing, I J:ta".'e place~ sl~hes w~ere pauses ~di
cating the ending of lines might occur, capitalized begmrun~ of lines, ai:td revised 
the wording found on the album insert to reflect the words m the recording. 
2. In Act V Macbeth contemplates the absolute finality of Lady ~acbeth's death 
and concludes that everything is futile, for life itself has no mearung: 

... Out, out brief candle! 
Life's but a walking shadow, a poor player 
That struts and frets his hour upon the stage 
And then is heard no more. It is a tale 
Told by an idiot, full of sound and fury, 
Signifying nothing." 

(Macbeth Act V, sc.v, II. 23-28). 
His tone is desperate and helpless as he tries to console himself for his loss and 
accept it as retribution for his other horrible deeds. 
3. Saliers uses water, the stream so familiar a symbol in Woolfs writing, ?S a 
"reflective" surface under which lies the past and she sho~s that to descend ~to 
that netherworld is not only difficult but necessary to bnng the present to life. 
One might say that with Woolf's own suicide-w~lking int? the depths of the 
river Ouse--1;he achieves in a single moment the ultimate fusion of past and pre
sent which she finds necessary for spiritual continuity. 

J 



''Virginia Woolf' 
Words and music: Emily Saliers 

Some will strut and some will fret 
See this an hour on the stage . 
Others will not but they'll sweat in their hopelessness in their rage 
We're all the same, the men of anger and the women of the page 

They published your diary 
And that's how I got to know you 
Key to the room of your own and a mind without end 
And here's a young girl on a kind of a telephone line through time 
And the voice at the other end comes like a long lost friend 

So I know I'm alright 
My life will come, my life will go 
Still I feel it's alright 'cause I just got a letter to my soul 
When my whole life is on the tip of my tongue 
Empty pages for the no longer young 
The apathy of time laughs in my face 
You say each life has its place 

The hatches were battened 
Thunderclouds rolled and the critics stormed 
Battles surrounded the white flag of your youth 
And if you need to know that you weathered the storm 

of cruel mortality 
A hundred years later I'm still sitting here living proof 

So you know you're alright 
Your life will come, your life will go 
Still you feel you're alright 
Someone will get a letter to your soul 
When your whole life was on the tip of your tongue 
Empty pages for the no longer young 
The apathy of time laughed in your face 
Did you hear me say each life has its place 

The place where you hold me 
Is dark in a pocket of trutli 
The moon had swallowed the sun and the light of the earth 
And so it was for you 
When the river eclipsed your life and sent your soul like a 

message in a bottle to me 
And it was my rebirth 

So we know we're alright 
Life will come and life will go 
Still you feel it's alright 
Someone will get a letter to your soul 
When you know you're alright 
When you feel you're alright 
(When my whole life is on the tip of my tongue 
Empty pages for the no longer young) 
Then you see it's alright 
And you feel it's alright 
(Each life has its place 
You say each life has its place) 
It's alright 

Indigo Girls, Rites of Passage 
Sony Music Entertainment, 1992 

THE MUSIC HALL IN MRS . DALLOWAY 
Even before Peter Walsh first appears physically in the world of 

Mrs. Dalloway he establishes the pattern of Virginia Woolf's skilled 
art of preterition, and the tone as well. The method of this tech
nique was debated with John Maynard Keynes as a theory of 
applied literary thrift: "You must put it all in before you can leave 
out," Virginia said . The omitted becomes a case in point for Peter's 
query, "Musing among the vegetables?" and "I prefer men to 
cauliflowers .. . a few sayings like this about cabbages." 1 The veg
etables, bereft of context, defy interpretation without recontextual
ization through Marie Lloyd, the music-hall artiste (1870-1922). She 
had been told "to remove the line 'She sits among the cabbages and 
peas' from one of her songs [but] substituted 'She sits among the 
lettuces and leeks."' In this context, Woolf's risque meaning can be 
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gauged only by the knowing; and as in Lloyd's case, there is "no 
word, grimace, or gesture to denounce." 2 

Skilled herself in the art of preterition, Marie Lloyd bared her 
device in song: "To cut it short is best, you can let them guess the 
rest." Hedyrics now arouse little interest without her "special elo
quence" of grimace and gesture: ''Every little movement has a mean
ing of its own," goes another song (Disher 198-9). Virginia Woolf, 
clearly fascinated, records a Marie Lloyd performance (Diary II, 107) 
near the end of her career. Lloyd was "a mass of corruption-long 
front teeth-a crapulous way of saying 'desire,' and yet a born artist." 
Apparently blending fact and fiction, Woolf says, "A roar of laughter 
went up when she talked of her marriage. She is beaten nightly," per
haps in a persona similar to "Sal Smith" who "loved a husband 
despite his infidelities": ''Her salt tears notwithstanding/He shoved 
her off the landing" (Disher 199). Thrice wedded in real life, Lloyd's 
unhappy first marriage to Percy Courtney apparently furnished 
material for her routines. 

When she died, T.S. Eliot (then employed at Lloyd's Bank Ltd.) 
commented that "the working man who went to the music hall 
and saw Marie l:.loyd and joined in the chorus was himself per
forming part of the act, he was engaged in that collaboration of the 
audience with the artist which is necessary in all art and most 
obviously in dramatic art." Eliot memorializes the Marie . Lloyd · 
who dramatized "a woman of the char-woman class" going 
through her pocketbook "in search of something," yet her smallest 
gestures are unrecorded; there are no cinema records of her. "She 
never qescended to this form of money-making." 3 

Reading Lloyd's "special eloqence," is no less true for readers of 
Virginia Woolf who are required to invest a liveliness in the perfor 
mance of each act of Mrs. Dalloway. We can see something of Marie 
Lloyd in Carrie Dempster, who would benefit from Lloyd's special 
eloquence: "Better to be a little stout, a little slack, a little moderate 
in one's expectations. Percy drank ... Every man has his ways ... 
All trash, m'dear ... Life had been no mere matter of roses" (39-40). 
There is something of Marie . Lloyd, pocketing her shilling, in the 
battered singer at Regents Park who "with her right hand exposed, 
her left clutching at her side, stood singing of love .. . though it 
issued from so rude a mouth [but] still the old bubbling song," 
love's old sweet song of dear dead days beyond recall. This old 
woman, along with Carrie Dempster, Moll Pratt, and Mrs. Walker, 
an almost anonymous chorus for Marie Lloyd, is part of the "resur
rection of ghosts from the past," who perforce must die if they are 
to come back.4 

Clarissa Dalloway, Lloyd's coeval, pondering the supposed 
finality of death, searching for something, is like an investor facing 
a margin-call. Her life, the secret deposit in the vault, the margin no 
longer capable of stretching, is dwindling through her repeated 
sudden withdrawals, her share diminishing; and other sharehold
ers are yet to be repaid (42-44). While contemplating having her life 
over again, she momentarily creates an enchanted music-hall world· 
of her own: "The lit house was suddenly darkened .. . and Richard, 
who slipped upstairs in his socks and then ... dropped his hot
water bottle and swore! How she laughed!" (47). Here, having fru
gally omitted much from the narrative ("To cut it short is best''), 
she retains enough for the reader to guess the rest. Here, Anon (also 
a "simple singer'' like Marie Lloyd) asks that we help out with a 
chorus, share "in the emotion of Anon's song." But perhaps, "with 
Anon died that part of the song the audience sang." Perhaps not. 5 

For Eliot, Marie Lloyd represents "that part of the English nation 
which has perhaps the greatest vitality and interest'' (Eliot 174), an 
interest Oarissa shares ("That divine vitality'' [9]). Yet, when Peter 
Walsh contemplates going "to one of the Halls" (239) they are 
already in decline. Some blame the cinema; others say it began with 
the accolade accorded by the Royal Command Performance in 1912 
(Marie Lloyd was not invited) which was said to be extraordinarily 
amusing. The Great War firiished the job. "The decay of the music
hall," says Eliot, deprived the working-man of some of his "interest 
in life." Yet Clarissa's interest in life is constant. So, while Peter talks 
of cabbages to Sally, Clarissa, in the little room, watches with con
cern the old lady seen earlier that day (as if Marie Lloyd has made a 
curtain-call with the "perfect expressiveness of her smallest ges
tures" [Eliot 173]). At the climax of her narrative she thinks, "It was 



fascinating to watch her, moving about, that old lady ... It was fasci
nating ... to watch that old woman, quite quietly, going to bed ... 
There! the old lady had put out her light! The whole house was dark 
now" (283). Would she come back again as before? 

Although Clarissa has spent little in life (14), the example of 
Septimus Smith before her seems to say, "Spend it now ." Reviewing 
her fiscal history, she remembers having thrown a shilling into the 
Serpentine, a timid venture compared to that of the profligate sui
cide. She asks, "But this young man who had killed himself-had 
he plunged holding his treasure?" Had he flung it away but 
retained his capital somehow? 6 Was it possible for Clarissa as well? 
Marie Lloyd who had died and come back seems to validate 
Clarissa's thrift, that she could have her life over again, that with 
some help, if the audience will only sing the chorus, she might 
always come back. 

Molly Hoff 
San Antonio, Texas 

1. The Diary of Virginia Woolf II, eds. Anne Olivier Bell and Andrew McNeillie 
(New York: Harcourt, 1978) 121; Mrs. Dalloway (New York: Harcourt, 1925) 4. 
Future references will be indicated parenthetically. 
2. Robert Barltrop and Jim Wolveridge, The Muvver Tongue (London: Journeyman, 
1980) 42. Maurice Willson Disher, Victorian Song (London: Phoenix, 1955) 198. 
3. T.S. Eliot. Selected Prose of T.S. Eliot, ed. Frank Kermode (New York: Harcourt, 
1975) 172-4. 
4. J. Hillis Miller, Fiction and Repetition (Oxford: Blackwell, 1982) 189. See also 
James Joyce's Wysses, "Nausicaa" for "Love's Old Sweet Song," and cf. Marie 
Kendall, "charming soubrette" of the music-hall in ''Wandering Rocks." 
5. Nora Eisenberg, "Virginia Woolfs Last Words on Words: Between the Acts" in 
New Feminist Essays, ed. Jane Marcus (London: Macmillan, 1981) 253-266. 
6. For the Victorian terms for sexual climax, "to spend," and for sexual inconti
nence as "unthrift" (OED) in Coventry Patmore's The Angel in the House see 
Stephen Heath, The Sexual Fix (New York: Schocken, 1982) 14-18. 

Remember to send review copies and/ or volunteer offers to 
review books for VWM directly to Prof. Patricia Laurance at 
the English Dept., City College, 137th St. & Convent Ave., 
New York, N.Y. 10031. 

Review: STRIDING THROUGH THE CENTURIES
ORLANDO, a film by Sally Potter 

Readers of the VWM will want to know how close the film is to 
the book; and has the book been filmed? Woolf was an intensely 
visual writer, but Orlando: A Biography is also a roman a clef with 
minimal dialogue and a protagonist who lives four hundred years 
and changes sex at age 120. Not only that, but Orlando's major pre
occupation is the writing of a long poem called 'The Oak Tree'. Even 
Woolf appears to admit defeat: how can Orlando's biographer cope 
with her 'sitting still in a chair and thinking'? The book would seem 
to pose insurmountable difficulties in its transition to film. 

Yet this film from director Sally Potter belies its comparatively 
low budget (about $4 million) . There is a succession of visual 
delights : the arrival of Elizabeth I (Quentin Crisp) on a visit to 
Orlando's parents; the Jacobean scene on the ice (shot in Russia 
and a triumph); early-eighteenth century diplomacy and a minor 
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battle in Constantinople; Addison, Pope and _Swift sneering at 
women (Lord Chesterfield's opinion that 'women are but children 
of a larger growth' is quoted); the rainy misty weather of the 
Victorian era; Orlando pregnant staggering across a First-World
W ar battlefield; and Orlando with her publisher in the London 
Docklands in 1992. 

The chutzpah of a low-budget film attempting to capture 400 
years of history is largely vindicated, although the absence of the 
whole of the City of Constantinople is glaring. And characters see 
things off-screen (a steam train, an aeroplane) which the viewer is 
not permitted to share. 

As already indicated, there are a number of changes in transi
tion from page to screen. Orlando (Tilda Swinton, enigmatic but 
extremely effective) never actually writes: we see a blank page at 
the beginning of the film and a completed manuscript at the end . 
Woolf's tribute to Vita Sackville-West disappears; only her leg
gings remain-somewhat incongruously-in the 1990's coda added 
by the director. We never see the real Knole . In any case, Orlando 
is stripped of her great house when she gives birth to a daughter 
instead of a son (while Woolf restored Knole to Vita, the house 
that would have been hers had she been a man). The sexual poli
tics are emphasised: Orlando-the-man considers Sasha his posses
sion, and later the Archduke Harry treats Orlando-the-woman 
similarly. And both women elude the men. 

The film tries to provide explanations that the book omits, but 
these sometimes lead to inconsistencies. At the beginning, the 
voice-over tells us that Orlando seeks 'not privilege but company'; 
yet at the end she appears to have only her little daughter for com
pany while we are told that she is no longer trapped by destiny 
now that she has let go the past. Elizabeth I grants Orlando her 
house, conditional on never growing old; but she loses it while 
remaining young. On the other hand, at the battle in the East, 
Orlando-the-man is prevented from tending a dying enemy. It is 
implied that he no longer wants to sustain his male role, and that 
is the reason for the sex-change scene that follows. 

The sex-change, while Botticellian, intentionally goes for little: 
'New sex; same person,' says Swinton to the camera. Here life mir
roring art mirroring fantasy must be different: for we know that 
Swinton really is a woman; we know that she is only playing a 
man from 1600 to 1700, and that then she reverts to being a 
woman. Thus the book is more successfully androgynous than the 
film. On the other hand, while we also lose the sex-change of the 
Archduchess Harriet, we gain Quentin Crisp, a counter-tenor, and 
Jimmy Somerville initially as a singer and ultimately as an angel. 

Swinton turns to the camera on a !].Umber of occasions and 
enlists our complicity in her independence, for we, the viewers, 
have replaced Woolf's biographer and it is we who construct 
Orlando's character. In fact Orlando hasn't much character: 400 
years of history flow over him/her with remarkably little effect. 

The book is pared down, as books must be in transition to film. 
Still, I regretted some of its exclusions. I waited in vain for: "'You're 
a woman, Shel!'~ . .. "You're a man, Orlando!".' I would have liked 
to have had the scene of the Elizabethan Orlando with the low-life 
women in Wapping and compared it with the eighteenth-century 
scene where Orlando disguises herself as a man and meets the 
prostitute Nell. Apart from Orlando, the aspirant artist, the most 
serious loss is the key scene towards the end of the book when 
Orlando is driving down to Knole and calls for her 'true self'. If that 
scene had been included, Orlando would have displayed more 
character development . 

That said, the film is an exhilarating tour de force and recreates 
the high spirits of the book. Whether the unfilmable .has been 
filmed is a judgment to be left to the individual viewer . 

Stuart N. Clarke 
London 



Review: THOMAS CARAMAGNO, THE FLIGHT OF 
THE MIND: VIRGINIA WOOLF'S ART AND MANIC
DEPRESSIVE ILLNESS. Berkeley: University of 
California Press, 1992. Cloth, $30.00, 362 pp. 

As Virginia Woolf predicted in 1930, illness has taken its place 
"with love and battle and jealousy among the prime themes of liter
ature" today; what she could not foresee, however, is the role that 
illness would play in literary criticism about her as in Thomas 
Caramagno's new psychobiography, The Flight of the Mind. Aware 
as we are of Virginia Woolf's own descriptions of "the undiscov
ered countries" that are revealed "when the lights of health go 
down," Thomas Caramagno' s application of contemporary neuro
science and current information about manic-depressive illness to 
our knowledge of her life is enlightening. Correcting Victorian, 
Freudian and sexist interpretations of Woolf's illness as moral 
defect, weakness, neurotic conflict, or the inability to deal with 
"victimization" in the Victorian or Freudian family romance, he 
urges us to release Woolf, the person, from "responsibility" or 
"control" of "the genetic defect in the brain's circadian clock. .. 
that is involved in the etiology of manic-depressive illness"(l 9). 

Revising previous psychobiographical positions, Caramagno 
claims that Virginia Woolf's illness is driven mainly by a biochemi
cal disorder, not simply by mental trauma. He criticizes psychoana
lytically-oriented critics like Alma Bond (Who Killed Virginia Woolf 
A Psychobiography, 1989), Louise DeSalvo (Virginia Woolf The Impact 
of Childhood Sexual Abuse on her Life and Work, 1989), and Shirley 
Panken (Virginia Woolf and the Lust of Creation, 1987) whose expla
nations of Woolf's life and work lead to what he labels "the neu
rotic model in Woolf criticism." He seeks to "soften" formulaic 
readings of the infantile, the regressive, and the neurotic in Woolf's 
life and work (though not totally discounting them) offering a bio
chemical rather than a Freudian cause-effect model. He introduces 
into Woolf studies a distinction between "brain" and "mind." 

Caution, of course, must be exercised in employing manic
depressive disorder as an "explanation" of Woolf's illness; likewise, 
we might ask if her creativity occurs as a "genetic" quality. Despite 
Caramagno's rich, well-researched attempt to challenge traditional 
readings, Woolf escapes to ask, "What is the reality of any feeling?" 
She hints at "the poverty of the language" in descriptions of illness 
in her essay, "On Being Ill," and calls for "a new language ... more 
primitive, more sensual, more obscure." Caragmagno attempts to 
offer it, sub-titling chapters, for example, "Bipolar Cognition and 
Syncretistic Vision in Jacob's Room"; "The Object-Relations of Self
Management in Mrs. Dalloway." Such language from the domains 
of neuroscience and subject-object relations, or that offered in glos
saries of the American Psychological Association is a critical vocab
ulary that does not heed Woolf's call. Where, for example, does the 
word "glooms," used by both Leslie Stephen and Virginia fit? Has 
Woolf's distinction between "rapture" and "ecstasy" been observed? 
Do words mean the same in a nineteenth-century British literary 
family as in twentieth-century American psychoanalytic circles, 
given what Elaine Showalter and Shoshana Felman have taught us 
about historically and socially-constructed definitions of terms like 
"madness." And can we have a dialogue-the basis, after all, of 
psychoanalysis-with "invisible presences" to thrash it out? 

We read with interest, nevertheless, Caramagno's speculation 
that the Woolf's, though knowing of Freud and Karl Abraham's 
work, did not seek psychotherapy for Virginia because they had 
advanced "beyond Freud's orientation." Caragmagno speculates 
that though Leonard had read The Interpretation of Dreams in 1913, 
and the Hogarth Press had published Freud's Collected Papers in 
1925, and Karl Abraham's papers on manic-depressive illness in 
1927, he did not want to seek "Victorian reproofs for her inadequa
cies" (24). Virginia, he suggests, did not want to explore Freud's 
unexamined views of women, seeking other "explanations" for her 
illness and creativity. In "A Sketch of the Past," she relates that in 
writing To the Lighthouse: "I suppose that I did for myself what 
psycho-analysts do for their patients. I expressed some very long 
felt and deeply felt emotion. And in expressing it I explained it 
and then laid it to rest. But what is the meaning of 'explained' it?" 
(81). Never discounting her "mad" feelings or offering Freudian 
explanations, Woolf, "turned the issue around and questioned all 
mental states in herself and others." 
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In reading Caramagno's "explanation" of her illness based on 
his considerable knowledge of neuroscience, one feels that Woolf 
would still query, "what is the meaning of 'explained it?"' Once we 
acknowledge that the borders between biology and biography, and 
creativity and illness are permeable (as Caramagno does concede) 
what, after all, does a bio-chemical disorder "explain" about 
Woolf's incredible gift for writing that is not extrinsic and contin
gent? The difference between Caramagno's "explanation" and 
Woolf's is in the refinement and kind of language used to describe 
states of mind and body, and in Woolf's acceptance and dramatiza
tion through her fiction of her sense of multiplicity. Perhaps 
Caragmagno's "bi-polar" assessment is an understatement of the 
many aspects of Woolf's self. Perhaps Woolf's periodic suffering 
and breakdowns would have been helped by drugs-perhaps not. 
We, however, would not give up her descriptions of filigree states 
of mind and body in her diary, essays and letters or her transforma
tions in fiction. Knowing as she does the "glooms" and "blanks" of 
depression-"the feeling when I can't spin a sentence"-as well as 
the "exquisitely happy" moments of curious vision, she learns that 
"nothing makes a whole unless I am writing" (D 4:161). 

Patricia Laurence 
City College of New York 

Review: SUE ROE, WRITING AND GENDER: VIRGINIA 
WOOLF'S WRITING PRACTICE. Harvester/Wheatsheaf, 
New York: St. Martin's Press, 1990. Cloth, $39.95; £42.50; 
paper £12.50; 202+xii pp. 

In the first of this book's two main sections, Roe ranges among 
Woolf's writings in order to frame Woolf's sense of the connec
tions between writing and sexuality and to discuss ways Woolf 
tried to construct ''her own sexual narrative within the framework 
of past." Roe argues that Woolf's treatment of the problems of 
writing her fiction reflects her inability to understand physical sex
uality, resulting in the persistent images of being veiled or "held 
back" that recur in Woolfs oeuvre. Roe's discussion is strongest in 
its treatment of "A Sketch of the Past," a late piece most appropri
ate for reflecting upon the innovations of Woolf's mature style. 
The second section of Roe's book accordingly examines in turn 
each of Woolf's "later novels," although Roe also includes A Room 
of One's Own. This confusion is symptomatic of the book on the 
whole, for while Roe makes a number of insightful statements, 
these occur in the course of discussions which are not clearly 
focussed and which blur the lines between Woolf, her characters, 
individual books, and the drafts, diaries, and letters. 

Roe's attempt at "synaesthetic" discussion, while perhaps 
appropriate in light of Woolf's own experiments, nevertheless 
does not offer the reader much in the way of discernible conclu
sions. While Woolf's practice may, as Roe suggests, preclude mak
ing any totalizing critical statement, the repetitive, fragmented 
writing in this book tends to conflate rather than illuminate the 
works it addresses. The bibliography includes a high proportion of 
British citations which may be useful to American readers. 

Jayne Marek 
Pacific Lutheran University 

VIRGINIA WOOLF AND HER CIRCLE 
EXHIBITION AT THE NEW YORK PUBLIC LIBRARY 
OPENS OCTOBER 15 

Virginia Woolf's genius as one of the innovative novelists of the 
20th century is evident in an exhibition at The New York Public 
Library which includes approximately 200 letters, photographs, 
manuscripts, first editions, diaries, and portraits drawn from the 
Library's extensive holdings related to the Bloomsbury writers. 
Virginia Woolf and Her Circle will be on view in the Library's Berg 
Exhibition Room from October 15, 1993 through April 9, 1994. 

Bloomsbury, one of the most brilliant intellectual and social cir
cles in modern times, evolved at the turn-of-the-century amid a 
group of Trinity College, Cambridge undergraduates who convened 
in the rooms of Virginia and Vanessa Stephen at No. 46 Gordon 
Square, Bloomsbury, London. Most of those associated with Blooms
bury were born in the 1880' s, at the end of Queen Victoria's long 
reign. Their families constituted part of the nation's intellectual elite, 



Portrait by George Beresford, 1902, platinum print, from an album of family 
photographs covering the period 1895-1906, kept by Stella Duckworth, 
Virginia Woolf s half-sister. (The New York Public Library) 

and their offspring became debunkers of the Victorian age and 
voices of modernism. The original Bloomsbury group consisted of 
Virginia and Vanessa, Leonard Woolf (who became Virginia's hus
band), Lytton Strachey, Desmond Maccarthy, Saxon Sydney
Turner, Thoby Stephen (Virginia's brother), and Clive Bell (who 
became Virginia's brother-in-law). Others later associated with the 
group include E. M. Forster, Roger Fry, Duncan Grant, and J. M. 
Keynes. Virginia and Leonard Woolf drew from this mix for their 
long-lived Hogarth Press, and many of these writers are represented 
in Virginia Woolf and Her Circle. 

The exhibition is arranged chronologically and focuses on 
Virginia Woolf, including original manuscripts and/or first edi
tions of such works as The Voyage Out (1915), Night and Day (1919), 
Jacob's Room (1922), Mrs. Dalloway .(1925), To the Lighthouse (1927), 
Orlando (1928), A Room of One's Own (1929), The Waves (1931), 
Flush (1933), The Years (1937), Three Guineas (1938), Roger Fry 
(1940), and Between theActs (1941). 

Also important in the exhibition are correspondence and 
photographs of family and friends who do not number among the 
Bloomsbury writers but were influential in Woolf's creative devel
opment. Important women were Violet Dickinson, Vita Sackville
West, and Ethel Smyth. In a letter to her friend Violet Dickinson 
regarding her decision to marry Leonard Woolf, Virginia begins: 
"My Violet, I've got a confession to make. I'm going to marry Leonard 
Wo[o]lf. He's a penniless Jew. I'm more happy than anyone ever said was 
possible-but I insist upon your liking him too . ... " 

Virginia Woolf's contribution to literature includes novels, 
diaries, and letters-the latter two forms perhaps the most fascinat
ing here because they lend a personal glimpse into the minutiae and 
struggle of her daily life; scattered throughout the exhibition are 
volumes of Woolf's diaries, which some argue is her best work. In 
the exhibition the last volume of her diary is open to the final entry 
for March 24, 1941, and the concluding line reads: "L[eonard], is 
doing the rhododendron:''. Virginia Woolf drowned herself in the 
River Ouse on March 28, 1941 atthe age of 59. 
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Also displayed will be manuscripts of Clive Bell's Civilization 
and Vita Sackville-West's Seducers in Equador; letters from T. S. 
Eliot and the original manuscript of "The Waste Land" (Virginia 
herself set the type for the Hogarth Press edition); an essay on 
Virginia Woolf by E. M. Forster; and some of his correspondence. 
In addition to family snapshots of the Stephens (Virginia's nuclear 
family) and the Duckworths (her half brothers and sister) at home, 
visuals included in the exhibition are Vanessa Bell's dust jackets 
and illustrations for books published by the Hogarth Press, includ
ing an original drawing for the dust jacket of A Writers Diary, and 
wood cuts by Roger Fry and Duncan Grant. 

MLA: WORK AND PLAY 
VIRGINIA WOOLF: LESBIAN READINGS 
Wednesday, 29 December, 7:15-8:30 p.m., 
Toronto Ballroom II, Toronto Hilton 
Presiding: Eileen Barrett, California State University, Hayward 
1. '"A Novel about Silences' : The Voyage Out as Narrative of 

Lesbian Panic," Patricia Juliana Smith, University of California, 
Los Angeles. 

2. "Orlando at the Well of Loneliness," Bonnie Kime Scott, 
University of Delaware, Newark. 

3. "Here and Now: The Lesbian Possibility in The Years," 
Patricia Cramer, University of Connecticut, Stamford. 

4. "Coming Out in Between the Acts: A Portrait of the Artist as an 
Antimilitant Lesbian," Annette Oxindine, Wright State University. 

There will be a short business meeting at this session . 

VIRGINIA WOOLF AND THE HISTORY 
OF LITERARYCRmCISM 
Thursday, 30 December, 1:45-3:00 p.m. , 
Conference Room G, Sheraton Centre Toronto 
Presiding: Beth C. Rosenberg, New York University; 
Jeanne Dubino, Plymouth State College 
1. ''Virginia Woolf and the Varieties of Historicist Experience," 

Melba Cuddy-Keane, University of Toronto, Scarborough Campus. 
2. ''The 'Gutter and Stamp System': Virginia Woolf's Reviewers 

and Critics," Eleanor McNees, University of Denver. 
3. ''Virginia Woolf's Revisions of How Should One Read a Book?"' 

Beth Rigel Daugherty, Otterbein College. 

SOCIETY SOCIAL this year will be on Tuesday, December 28th 
from 5-8 p.m. at the E. J. Pratt Library, Victoria College, University 
of Toronto (73 Queen's Park Crescent, close to the "Museum" sub
way stop). 

The University of Toronto is closed between Christmas and 
New Years, but the Library is opening its doors and its reception 
area especially for us, and is generously co-hosting this event. On 
display will be an exhibition of selected items from the Library's 
special Virginia Woolf Collection, which in its entirety numbers 
almost 1500 volumes-including all the handprinted books as well 
as original Vanessa Bell designs and some mss. material. This will 
be a chance, too, to catch a glimpse of the University and the 
College that was the "home" of Northrop Frye. We hope to attract 
some new Toronto members, so please come and help celebrate 
another MLA in the fine Woolfian style. 



VIRGINIA WOOLF SOCIETY COLUMN 
Lots of news! At a meeting of the Society during the Third 

Annual Conference on Virginia Woolf, at Lincoln U, it was agreed 
that the time has come to increase our dues. Therefore, beginning 
with the Fall 1993 renewal, membership will be $15 or $7.50 for stu
dents, retired or unemployed persons. This tiny increase will help 
defray ever-rising postal and photocopying costs and will enable us 
to lend a little more support to the Miscellany. As always, gifts are 
most welcome! 

Laura Moss Gottlieb has prepared an Index to the Miscellany 
issues 31-40--her previous two indexes are invaluable resources. 
The indexes are available upon request at our cost of $3.50 for each 
supplement and $5.00 for the index to issues 1-20. 

A wonderful feature-among many-of the 1993 conference 
was the silent auction organized by Krystyna Colburn which raised 
$1,226 toward the costs of the conference. Among the contributors 
to the auction were: Arthur Cantor Films (NY); Audioforum 
(Guilford, CT); Bibliolatrice (East Hampton, CT); Books on Tape 
(Newport Beach, CA); Hazeldene Books (Liverpool, UK); Largely 
Literary Designs (Chapel Hill, NC); and Tuttle Antiquarian Books 
(Rutland, VT)-to these and the other contributors, THANK YOU. 

This is my last column as Secretary-Treasurer, and the job has 
certainly been all that Karen Levenback said it would be-most 
rewarding is hearing from members throughout the year (and not 
just hearing that I misspelled their names!). Karen L. Levenback 
nominates with pleasure Melba Cuddy-Keane for President of the 
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Virginia Woolf Society. Vice-Principal and Associate Dean at the 
University of Toronto's Scarborough campus, Melba is currently 
teaching a graduate course, "Virginia Woolf and the Contexts of 
Critical Reading." She has published several pieces on Woolf, and 
is currently working on a book, Poetics in Praxis: Virginia Woolfs 
Literary Theory. Karen encourages our support of Melba who wants 
to increase Canadian and international membership. Eileen Barrett 
has nominated Denise Marshall to be Secretary-Treasurer, and I 
second that. Denise is reviving her work on Woolf and comedy, 
finishing a book on gender representations in film, and continuing 
her research on Woolf, lists, and philosophy. She has upgraded her 
computer for the Society's files, and is ready to hear from everyone. 
The Society is adding new members all the time, which is a great 
boon for the Miscellany, in particular-so please renew as soon as 
you get that postcard in November! 

And, almost finally, plans are afoot for Pace University Press to 
begin publishing a WOOLF STUDIES ANNUAL next year. You will 
be hearing more about that soon. 

Finally, I am writing a large reference book called Virginia Woolf 
A-Z for Facts on File; if anyone has suggestions for what I should 
include, please let me know soon. Best wishes to you all. 

Mark Hussey 
Pace University 
August 30, 1993 
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