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FROM AND ABOUT YOUR VWM 
Spri~g issue #53 of the Miscellany will be edited by Ludo 

Ruotolo . at Stanford, who requests that we use his home address: 
951 Mears Ct.; Stanford, CA 95407, Tel: #650 424-9635, e-mail: ruo
tolo@leland.stanford.edu. He plans it· as one of our eponymous 
issues, miscellaneous in nature as well as in· name, and ·Welcomes 
brief (700-'-1,000 words, Femember) essays on any·Woolf~related 
topic by March 1, 1999. · 

Pat Laurence continues her heroic efforts to provide within our 
space limitations, timely reviews of some of the Woolf scholarship . 
She will also be a guest-editor ofthe Fall 1999VWM and willdedic 
cateit to the theme of Virginia Woolf in translation. 

Given the number of trarislations of Woolf's works into other 
languages-French, Spanish, Italian, German, Japanese, Chinese, 
etc.-brief articles are welcome that examine what happens when 
Woolf's writing "travels'' to another language and country. How is 
Woolf reinvented in translation? Brief comparisons of translations 
(same paragraph in particular work); observations about the flux 
of translation philosophy, practice and reception in a particular 
language; or Woolf's own ideas of the "foreign" or translation are 
welcome. Send inquiries or one page descriptions of projected arti
des J:iy January 15, 1999. Completed articles (about 700-1,000 
words) will be due April 1, 1999. (Note unusually early due date!) 
Patricia Laurence, ;English Department, City College of New York, 
137th Street and Convent Avenue, New York, NY 10031 (E-mail: 
plaurence@cuny.campus.mci.net) · 

Both up-coming editors plan to come to the MLA Convention 
in San Francisco this Christmas and the meetings there, as well ·as 
our . by now traditional, even legendary VW Society Party (see 
Sally Green's column on our back page here for delicious details), 
will allow opportunities for talking further with the editors, as 
well as with the officers and members of the flourishing Society. 
The VWM staff will be there too, hawking Laura Moss Gottlieb's 
detailed INDEX to the first 50 (!) issues of the VWM at $10. For 
those of you unable to attend the MLA meetings, please write 
VWM at the English Department, Sonoma State University, 1801 
East Cotati Avenue, Rohnert Park, CA 94928 or fax us at 707 664-
4400 to order your copy; checks for the INDEX and/ or donations 
toward the ever-escalating costs of your "free" VWM should be 
made out to SSU Academic Foundation and sent directly to us at 
the .English Department. Thank you! 

The INDEX has the benign effect of telling those of you rela
tively new to the Miscellany what articles on what topics and by 
whom have -appeared in which issues, so that you can order those 
specific back issues from us, or read them in your libraries. By the 
way, if your library does not now order the VWM, please tell them 
to. Even those of us who have ·beenworking with the VWM from 
the beginning find the INDEX a handy tool, of course. 

FROM THE EDITORS: VIRGINIA WOOLF AND 
THE PHILOSOPHIES OF LANGUAGE 

The issue of Virginia Woolf and The Philosophies of Language is 
one of the most neglected areas in Woolf scholarship. Although there 
~s certainly been scholarly interest in Woolf's intimate relationship 
With language, many readers have been alienated by the terminol
ogy associated with the disciplines related to linguistics. The specific 
tools of the theories of enunciation or narratology in literary studies 
come t? mind. Despite this resistance, many literary scholars have 
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been looking at the debates surrounding the emergence of modem 
linguistics and·its relation to textual analysis. Critics, however, have 
rarely examined Woolf's works in"the context of the theorists of lan
guage in her lifetime, nor have th~y explored her words through the 
lens of those thinkers whose works followed her death. Our selec
tion of articles, which engage closely with language in the various 
areas of philosophy, sociology, speech act theory, and French femi
nism, stimulates new directions in reading Woolfs texts. All of these 
interrogate by means of demonstration, argumentation; application 
and/or dialogue the ways in which Woolf can be perceived as a 
philosopher of language. And yet, this particular investment with 
the philosophies of language may be difficult to grasp because we 
lack a recollection of the theoretical issues that Virginia Woolf might 
have been familiar with in her lifetime; that was ' a period in which 
some of the grounding debates in modem linguistics were founded, 
specifically if one recalls the impact of Sa11Ssure, the linguistic circle 
of Prague and the Russian formalists. That said, a careful look at the 
Reading Notebooks demonstrates her interest in philology and the 
related fields. Her investigations of the work of Remy de Gourmont, 
for instance, is one of the examples that corroborates this interest; 
particularly his book entitled "Le probleme du style. Questions d'art, 
de litterature et de grammaire" (1902) that Woolf read and com
mented on in the early twenties . . ' 

Our selection is organized in a way that exemplifies Woolf's 
endless fascination with language. With Pamela Caughie, the mate
riality of the word is interrogated via a comp lex dialogue relating 
the words of Woolf and Wittgenstein. It questions the symboliza
tion of meaning as a phenomenon imbricated in the actual perfor
mativity of words. This is followed by Hilary Thompson's textual 
application of Michele Montrelay's critique of the Saussurian lin
guistic sign and its relation to the unconscious as a mode of textu
ality that she finds operating in Woolf's writing practice. David 
Herman then offers a close interpretation of the act of speech as a 
location of power in the textual framework of To The Lighthouse; 
here Woolf is seen negotiating the active registers of the speaking 
voice as they fluctuate. Finally, Barrett's closing article asserts a: 
materialist position by aligning Woolf's sense of the written word 
with Michel Foucault's in respect to the arbitrariness of linguistic 
strategies; these are theorized as a vehicle that sustains the modali
ties of the social regulation 'of consciousness through language. 

In an age where it is common to use the various tools given by 
the structuralist and post-structuralist literary mentors, it is easy 
to forget the real implications of the debates in linguistics sur
rounding Woolf as she conceptualized her own theory of lan
guage. The papers selected for this edition indicate some of the 
possibilities by which one can make radical connections between 
Woolf's textual worlds and the materiality of the linguistic sign. 
The hopes of this edition are therefore centered around the need 
to ~laborate an original dialogue focusing on the impact of signifi~ 
cant theories of language that we, at this fin de siecle, might take for 
granted. Indeed, the core of Woolffs realistic philosophy (based 
upon a disruption of what "reality" is) challenges the limitations 
and potentialities of the written word. Our desire is that this selec
tion of articles will demonstrate the complexities of Woolf's ongo
ing dialogue with language as a living thing. 

Judith Allen, Guest Editor, 
Penn State University-Abington College 
Pierre-Eric Villeneuve, Guest Editor, 
Brock University 



WOOLF AND WITTGENSTEIN 
So in the end when one is doing philosophy one gets to 
the point where one would like just like to emit an inar
ticulate sound. (Philosophical Investigations) 
I want a howl; a cry. (The Waves) 

Alliteration makes lexical patterns stronger. Although phoneti
cally my title does not alliterate, it is, literally speaking, an alliteration 
given that the word means "toward the letter" (ad+ littera). The repe
tition of the initial consonants reinforces the sense of a necessary con
nection between the names linked: Virginia Woolf and Ludwig 
Wittgenstein. Through such lexical and grammatical patterns we 
bring together rhetorically that which we then often assume to be 
related logically or naturally . The problem, Wittgenstein might say, 

· is grammatical; we are taken in by the grammar of our expressions. 
I begin by playing with the title because this kind of attention to 

grammar, to "the fascination which forms of expression exert upon 
us" (Blue Book 27), characterizes Wittgenstein's linguistic philoso
phy. What kind of relation is signified by "and" in my title? 
Typically the grammar of coordination would suggest one of two 
kinds of relation: influence, reinforced by the biographical connec
tions between the two writers, or shared sensibility, implied by .the 
epigraphs I have selected. However tempting it is to juxtapose such 
quotations as evidence of similar thoughts, we must remember that 
we have been seeking such evidence once we bring the two writers 
together. The selection is guided more by our own inclinations than 
by the writers' beliefs. This is a Wittgensteinian insight. 

I have no evidence that Woolf read Wittgenstein or even knew his 
philosophy, though certainly she knew of him. Wittgenstein studied 
at Trinity College, Cambridge in 1912 and 1913 with Bertrand Russell 
and G.E. Moore. Both were immensely impressed and, by their own 
admission, influenced by him (Russell supposedly gave up on a 
book he was writing because Wittgenstein tore it apart). Russell 
wrote of Wittgenstein to Lowes Dickinson and Ottoline Morrell, two 
of Woolf's correspondents, and her long-time friend Maynard 
Keynes helped to arrange financial support for Wittgenstein's return 
to Cambridge in the 1920s. In a May 1929 letter to Clive Bell, Woolf 
writes that Julian Bell "tackled" Keynes about Wittgenstein, and an 
earlier letter of September 1925 alludes to Saxon Sydney-Turner's 
interview with the Cambridge philosopher. 

Yet even if Wittgenstein had influenced Woolf through these 
personal and intellectual connections, these years mark the era of 
Wittgenstein's early work represented by Tractatus Logico
Philosophicus, the work on which he was examined for his doctor
ate by Russell and Moore in 1929. At that time, Wittgenstein was a 
positivist; the Tractatus, he felt, solved all the problems of philoso
phy (Ayer) . By the 1930s, however , Wittgenstein was rethinking 
his early work and his later book, Philosophical Investigations (pub
lished posthumously in 1953), rejects the Tractatus outright. It is to 
the later Wittgenstein that the name in my title alludes . 

Where the Tractatus conceives language as a picture of reality, 
seeking a correspondence between word and world, in Philosophical 
Investigations, written as a dialogue with his earlier self, Wittgenstein 
challenges such referential thinking and conceives language as a 
game: "Here the term 'language-game' is me~t to bring intoyromi
nence the fact that the speaking of a language IS part of an activity, or 
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a form of life" (PI #23; original emphasis). The meaning of a word 
lies not in what it refers to in the world but in its use in the language 
(PI #43). In The Blue and Brown Books, preliminary studies for the 
Investigations, Wittgenstein succinctly states his linguistic philoso
phy : "We are up against one of the great sources of philosophical 
bewilderment: a substantive makes us look for a thing that corre
sponds to it" (1). Wittgenstein encourages us to look at how we use 
words to do something rather than to look through language to 
some hidden essence or meaning: "We feel as if we had to penetrate 
phenomena: our investigation, however, is directed not towards 
phenomena, but, as one might say, towards . .. the kind of statement 
that we make about phenomena .... Our investigation is therefore a 
grammatical one" (PI #90; original emphasis). No longer intent on 
resolving philosophical problems, the later Wittgenstein seeks to 
remove them by getting us unstuck from certain habitual ways of 
thinking. The characteristic Wittgensteinian response is not "Now 
I've gotten it right," but "Now I know how to go on" (PI #154). 

This change from a substantialist way of thinking, where 
words represent things in the world or thoughts in our heads, to a 
relational one, where words get their meanings from other words, 
marks the shift from positivism to (post) structuralism, placing 
Wittgenstein's later work with Saussure's language theory and 
Derrida's deconstruction, two of the more prominent theories now 
associated with postmodernism (see, for example, Thiher). This 
paradigm shift means a change in the way we conceive the rela
tion between things . My book demonstrates what this change 
means for reading Woolf. Instead of looking for Woolf's feminism 
in what she says or looking at how her feminism is embodied in 
the form of her writings, I see her feminism as an effect of her 
experiment with forms of expression (Caughie 6). · 

In Virginia Woolf and Postmodernism, I use Wittgenstein's philoso
phy as a model for working through debates in Woolf scholarship, 
particularly between modernist and feminist readings of her works, 
and among different feminists. The mistake Wittgenstein persis
tently points out is to see properties as inhering in things rather 
than as obtaining in the relations among things that our vocabulary 
posits (Blue Book 17-18; Caughie 13-14). This is the kind of slippage I 
note in various readings of Woolf, where critics forget the aim of 
their descriptions of Woolf's texts and assume they are describing 
the nature of the thing itself when they are merely "tracing round 
the frame through which we look at it" (PI #114). Features we often 
identify as modernist or feminist are not the ingredients of the texts 
themselves but the values created by our approach to literature. 
Classifying texts is always only task-specific; we must know the 
purpose of the classification. 

As an example, I offer my discussion of Flush in chapter 5, 
especially 144-45 where I invoke Wittgenstein . Focusing on use 
over meaning, I consider the function Flush serves in Woolf's 
canon and the complex valuational history of that novel, including 
Woolf's changing and conflicting motives for writing it. This shift 
in perspective effects a change in our critical activity so that distin
guishing between valuable and worthless writing is no longer 
worthwhile, no longer a valuable service rendered by teachers and 
critics of literature. The value of Flush cannot be accounted for in 
any useful way by attaching a label to the book (e.g., feminist) or 
by seeking in the text itself the ingredients of Woolf's modernist 
aesthetics or feminist politics . For value depends on context and 
use, not form and meaning. To discriminate among books in terms 
of various functions, as Woolf does in her critical writings, and to 
reject efforts to distinguish between two types of writing (e.g., 
canonical and marginal, high art and popular) means abandoning 
certain canonical notions of literature; it is not , however, to make a 
new claim about its true nature or value. 

To return to the question of the title, there is no one relation 
between Woolf and Wittgenstein ; they can, however, be related to 
one another in many different ways depending on the aims of our 
classification (PI #65). But the power of convention is such that once 
we link these writers with the strategic "and," similarities abound. 
Both writers refused honors at "Oxbridge"; both dreaded being insti
tutionalized as a figure; both doubted empirical stability. And when 
in "The Leaning Tower" Woolf writes, "Books descend from books 
as families descend from families" (M 130}, a reader of Wittgenstein 
cannot help but think of his famous family resemblance anal~ for 



language-games (PI #67) by means of which he argues against the 
assumption that there must be something in common to things clas
sified together. In language and literature as in families, there is con
tinuity without a common core of shared features . The stronger 
argument to be made, however, is not that the two writers are essen
tially alike but, in view of Wittgenstein's emphasis on language use, 
that "essence is expressed by grammar" (PI #371; original emphasis). 
What matters is what our comparison enables us to do. 

Pamela L. Caughie 
Loyola University Chicago 
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DIALOGUE IN A DISCOURSE CONTEXT: 
DISCOURSE-ANAL YfIC MODELS AND WOOLF'S 
TO THE LIGHTHOUSE 

An argument central to the burgeoning field of discourse anal
ysis is that certain linguistic properties and features emerge only 
at the level beyond the sentence. Thus discourses (i.e., extended 
verbal productions the written record of which can be called texts) 
have features that cannot be reduced to features associated with 
sentence structure and meaning. Placed just before the "Time 
Passes" section of To the Lighthouse, and hence the last chapter in 
which Mrs. Ramsay is still alive, chapter 19 of "The Window" rep
resents a conversation between Mr. and Mrs. Ramsay in a way 
that illuminates several higher-level features found in discourse at 
large. First, Woolf's text encodes a distinction between locutionary 
and illocutionary acts; second, it embeds those speech acts within 
an overarching speech event, subject to ethnographic description; 
and third, the text at once creates and portrays what Erving 
Goffman would characterize as a participation framework, in 
terms of which the participants in the discourse align themselves 
with one another in certain ways, shift their footing, then take up 
new alignments. Read in dialogue with discourse-analytic models 
drawn from speech act theory, ethnography of communication, 
and interactional sociolinguistics, Woolf's chapter can teach us 
much about the broad communicative competence supporting 
both the production and the interpretation of texts (cf. Herman, 
"Mutt and Jute"). 

(1) Consider, first, the way the text encodes a distinction 
between locutionary acts-acts of saying, whereby one issues an 
utterance-and illocutionary acts-acts performed on the basis of the 
act of saying, whereby one does or means something by the issuing 
of the utterance. The form of Woolf's text highlights the potentially 
wide disparity between saying and meaning. True, if we discount 
the narrator's reports of thoughts that are not outwardly expressed 
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but rather internally verbalized-instances of what Dorrit Cohn 
would call "psychonarration"-there are just six speech acts in the 
entire scene, four by Mrs. Ramsay and two by Mr. Ramsay (Mrs. 
Ramsay also quotes a line of poetry sotto voce [1221). But as the 
extensive narratorial commentary surrounding these speech acts 
suggests, even the most ske letal locutions can carry complicated, 
highly nuanced illocutionary forces (Green 3-35). Hence Mr. 
Ramsay's acerbic "You won't finish that stocking tonight" (123) 
functions not just to predict a state of affairs but also simultane
ously to badger, reassure, and comfort Mrs. Ramsay, while likewise 
serving as an invitation to her to tell Mr. Ramsay that she loves him 
(123). Indeed, Woolf's mode of narration compels us to rethink 
what the notions "literal" and "indirect" might mean in connection 
with speech acts. Indirectness may be a loose way of talking about 
talking, given that, at the very end of this scene, Mrs. Ramsay feels 
that she has in effect been able to "tell" her husband something 
without "saying" Hat all (124; cf. Levinson 263-76; Herman, 
"Towards" and Universal Grammar 139-81). 

(2) The text reveals, then, what we might characterize as the 
multifunctionality of acts of saying. At stake are both a one-many 
and a many-one relationship: a single locutionary act can carry 
multiple illocutionary forces, while a given illocutionary force can 
be realized by any number of locutionary acts (or even by no locu
tionary act whatsoever). Yet the difficulty of correlating forms with 
forces and forces with forms does not by and large derail people's 
attempts to communicate; it is simply not the case that illocutionary 
forces pattern randomly with utterance form. This suggests that, in 
modeling language-users' ability to understand what speakers 
mean on the basis of what they say, we should adopt not a bottom
up but a top-down approach. Specifically, we should not try to 
work our way up from analyzing speech acts to interpreting whole 
texts, but rather to work our way down from (strategies for) text 
interpretation to analysis of the speech acts embedded in texts. 
Here the usefulness of ethnographic models for textual science 
makes itself felt. Ethnographers of communication, drawing on 
Dell Hymes' SPEAKING grid (Hymes 51-62; Saville-Troike), have 
located utterances within a nested structure of speech situations, 
speech events, and speech acts. Mnemonically associated with each 
letter in the grid, the factors of setting, participants, ends, 
act-sequence, key, instrumentalities, norms, and genre collectively 
define a speech situation. The way the factors are realized in a 
given communicative encounter determines what kind of speech 
event is involved . Thus, at the beginning of chapter 19, Woolf spec
ifies the setting and also the participants : Mr. Ramsay is reading, 
and Mrs. Ramsay is reading and knitting, in their reading room. 
The key fluctuates from the pathetic to the humorous to the flatly 
descriptive; further, partly because of what Mr. and Mrs. Ramsay 
are reading, the discourse vacillates between different genres, from 
poetry, to romance, to commentary, to banter. More significant, 
Woolf represents these characters as participating in a communica
tive event that they jointly elaborate as a conversation. Note that 
they enjoy considerable latitude in co-constructing an act sequence 
that is not strictly dovetailed with the accomplishment of a particu
lar task. Note, too, that the interpretive norms guiding their speech 
productions reflect the comparatively fuzzy contours of an event 
that need not unfold in any particular way . And Mr. and Mrs. 
Ramsay each have their own, more or less covert ends in perform
ing the acts of saying that they do in fact perform. 

Hence, in representing this communicative encounter, Woolf 
anchors her text in the same constellation of factors that bears on 
speech situations at large. Taken together these factors determine 
what speech event is transpiring from the participants' standpoint. 
Mr. and Mrs. Ramsay's emergent understanding of the discourse 
as a certain type of event is what enables them to interpret particu
lar acts of saying as part of a more global textual structure. At 
another level, ongoing assessments about event-type also allow 
the reader to interpret the act-sequence. 

(3) Work stemming from interactional sociolinguistics provides 
additional insights in this connection; this work, too, suggests the 
advantages of an integrative, top-down rather than an atomistic, 
bottom-up approach to textual structure and meaning. Specifically, 
Erving Goffman (124-159) has used the notion of "participation 
frameworks" to rethink older, dyadic models of communication, 



based on the speaker-hearer pair. The terms speaker and hearer, on 
this view, are insufficiently nuanced to capture the many (and fluc
tuating) statuses that one can have as a discourse participant. These 
statuses include, on the one hand, speaking as an author, animator, 
principal, or figure, and, on the other hand, listening as an 
addressee, an unaddressed but ratified participant, or an unad
dressed and unratified participant-e.g., an eavesdropper or a 
bystander. Further, participants constantly change their "footing" 
in discourse, thereby changing "the alignment that [they] take up 
to [themselves] and the others pnesent as expressed in the way 
[they] manage the production or reception of an utterance" (128). 
In the scene from To the Lighthouse, both Mr. and Mrs. Ramsay dis
play one sort of footing when they animate utterances authored by 
other people, i.e., the writers whose works they are reading (for the 
most part, they "animate" these -utterances only internally, by way 
of psychonarration, though Mrs. Ramsay does murmur the line of 
poetry [122]). In effect, the characters' acts of animation model the 
reader's own animating acts: the text encodes the participation 
framework in terms of which its own analysis is designed to 
unfold. At the same time, throughout the scene we readers are 
unaddressed but ratified participants in the communicative 
encounter taking place in this fictional world. By making us listen
ers in the scene, it cues us to animate the text and inserts us in a cer
tain way in the action sequence for which it provides a kind of ver
bal blueprint. Our ability to understand Woolf's text as a text 
hinges on our ability to use this blueprint to reconstruct the scene 
as a coherent whole-a whole whpse coherence derives in part from 
our own specified mode of participation in it. Within the scene 
itself, Mr. and Mrs. Ramsay change their footing when they begin 
to converse. They are now not just animators but also authors of 
the words they animate. Arguably, however, Mr. Ramsay is the 
principal for whose sake both Mr. and Mrs. Ramsay speak (d. 
Schiffrin 106-134). Put otherwise, Mrs. Ramsay designs her utter
ances to accommodate her husband's need for external affirmation, 
whereas Mr. Ramsay does not display the same concern with tai
loring his speech to . the needs of his wife. Mrs. Ramsay is the one 
who 9pens the exchartge with a question inviting her husband to 
speak, and all of her turns at talk are designed, in one way or 
another, to elicit his opinion. Indeed, Woolf provides a striking 
metaphor for this kind of alignment between participants-a mode 
of alignment rich with implications for the study of discourse and 
gender-when she describes how Mrs. Ramsay felt her husband's 
"mind like a raised hand shadowing her mind" (123). 

As Woolf's chapter suggests, then, acts of saying take on a 
broader textual function because of the way discourse itself is situ
ated in, and helps constitute, social or interactional contexts. More 
generally, chapter 19 shows that whereas a communicative 
encounter corresponds to a bounded, integral event, its bound
aries are negotiated by participants and its units are saturated 
with social meanings. It consists of not only words and sentences, 
but of verbal acts made intelligible by what we know about lan-
guage, one another, and the world. · 

David Hennan 
North Carolina State University 
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VIRGINIA WOOLF MEETS MICHEl FOUCAULT* 
" ... though it would be far easier to wdte history: .. -that 
method of telling the truth seems to me so elementary, 
and so clumsy, that I prefer, where truth is important, to 
write fiction." 

Virginia Woolf, The Pargiters 
"I believe too much in truth not to suppose that there are 
different truths and different ways of speaking the truth." 

Michel Foucault, "An Aesthetics of Existence" 
I am well aware of the historical and methodo logical problems 

attached to the idea of "reading" Woolf through the lenses of 
Foucault, and even more so, vice-versa. It seems to me, however, 
that ~ different kind of comparison between these two writers 
yields some surprisingly interesting insights. I began to consider 
Foucault's account of the history of the division between madness 
and reason, to look at his account of the function of this split in the 
development of western culture. I found not only that it threw 
some light on why it was so important to people to define Woolf 
within the terms of this binary opposition, but also that there were 
a number of areas where one could find remarkable resonances 
between the work of Woolf and Foucault. This article attempts to 
explore some of these, whilst also considering the obvious limita
tions of the comparison. 

For instance, Woolf's diary entry on the prospect of being killed 
by a bomb is typical of her desire to find the right words to 
describe consciousness. "I try to imagine how one's killed by a 
bomb. I've got it fairly vivid - the sensation: but can't see anything 
but suffocating nonentity following after. I shall think - oh I 
wanted another 10 years-not this - and shan't, for once, be able to 
describe it. It - I mean death; no, the scrunching and scrambling, 
the crushing of my bone shade in on_ my very active eye and brain: 
the process of putting out the light - painful? Yes. Terrifying? 
I suppose so. Then a swoon; a drain; two or three gulps attempting 
consciousness - and then dot dot dot" (A WD 354). Death is here 
equated with the impossibility of writing words (itself expressed 
by the spelling out ofa printing convention). At the risk of sound
ing simplistic, we can say that Foucault, too, is quite literally a 
"words" man. Forget about discourse for a moment; think about 
words. Asked if he would construct an archaeology of sexual fan
tasies he said emphatically No: "That's the point ... It's not a prob
lem of fantasy; it's a problem of verbalization" (Kritzman 8). 

This can compare with Septimus Warren Smith's ability to see 
"insane truth" which stands in for Woolf's more general percep
tion of the importance of an internal truth that goes unrecognised 
in the rationalist world built by insiders to the system. Only social 
outsiders can be true to themselves. Her work is peppered with 
references to vision, truth, integrity and the attempt to render 
things whole. Foucault says "Madness deals not so· much with 
truth and the world, as with man and whatever truth about him
self he is able to perceive" (Madness and Civilization 27). Virginia 
Woolf's aesthetic was predicated on the notion of internal truth. 
Internal truth is particular and momentary: it is a form of what we 
might call (to use a Weberian category) "inner-worldly mysticism" 
in Woolf. Her own definitions of faith, soul and spirit feature not 
only in her novels but also in her critical writings. Internal truth is 
for Woolf a transitory and evanescent phenomenon; it is also intu
itive rather than systematic. 

My attempt here to juxtapose Foucault and Woolf runs into 
some alarming methodological problems. The comparison 
between "the birth of the asylum" and Woolf's early twentieth 
century experience has only limited historical congruence. 
Foucault insisted that his history of insanity stopped at the very 
beginning of the nineteenth century (and indeed he objected to 
being cast as a contemporary "anti-psychiatry" guru). I am also 
suggesting that one way of interpreting Woolf's perception of 
"insane truth," as well as sane truth, is by using Foucault's model 
of unreason in "classical" times. Clearly, if Foucault was right to 
claim that this modality was extinguished completely in the mono
logue of reason that subsequently took over, then this is nonsense. 
· It follows that I am not reading Foucault as a reliable chronology, 
nor accepting the argument in its own terms. 



Much of Madness and Civilization does not apply to Woolf: I see 
no resonance in hls discussions of animality, violence, passion and 
dreams. Yet there is something to recognise, of her, in his account of 
de/ire: hallucination, non-being, the truth of the image, the perfec
tion of language (Madness and Civilization 94-97). "I lay awake so 
calm, so content, as if I'd stepped off the whirling world into a deep 
blue quiet space and there open-eyed existed, beyond harm ... " 
(AWD 281). "A good phrase, however, seems to me to have an inde
pendent existence" (TW 50). Even conversation could be a bit much 
for him: "I'm in favour of developing silence as a cultural ethos." 
Foucault claimed that he was thus "not a social being ... not a cul
tural being"; it was why he was "so boring in my everyday life." 
Intense pleasure, he thought, was linked to death: he would not 
want to survive it (Kritzman 4, 11-13). 

I want briefly to comment on yet another strange coincidence 
in this oqd encounter between the writings of Woolf and Foucault. 
Foucault's rejection of the hierarchy of value in materialism has 
proved highly contentious. He attempted to distinguish the level 
of discourse - practices that form the objects they order - from the 
existence of things as well as from the manifest, visible chain of 
words . "'Words and things' is the entirely serious title of a prob
lem," he said, but it is a problem that needs solving. Discourse 
enables us to loosen the tight embrace of words and things, and to 
understand the power of the practices that connect them. It is this 
more than language that we need to reveal (Archaeology 47-49). 
Materialism, for Foucault, in attaching too much weight to the 
'anterior,' 'dumb existence' of things , occluded this goal. 

I suggested earlier that Virginia Woolf's recognition of what she 
called "S[eptimus] S[mith] seeing the insane truth" could be 
thought of in terms of Foucault's conception of unreason in what he 
calls 'the classical age.' Although these periodizations do not hold 
water, at least in the sweeping manner in which Foucault declares 
them, he has identified a more inchoate process that has real pur
chase on the hlstory of ideas and culture . Virginia Woolf is particu
larly difficult to classify in terms of current debates about the bina
ries of, western culture; she lived out the tension between intuition, 
imagination and secular rationalism in her own experience as well 
as in her work. Foucault's account of the developing binary opposi
tion between reason and madness is both suggestive in relation to 
Woolf, and limited in helping us to understand how one person can 
live out the contradictions of long-term historical change. 

Although Foucault did not write within contemporary debates 
about modernity and post-modernity, the comparison of his writ
ing with that of Woolf raises another - a final - intriguing issue . 
Virginia Woolf is very hard to classify in terms of the development 
of modernism and post-modernism. In one sense, in her novels of 
the 1920s particularly, she was a textbook emodernist, ' and one 
who offered critical exegesis of this literary movement. In another, 
her pre-occupations with multiple consciousness and the frag
mented self, seem characteristically post-modem . Yet her imagina
tive world owed much to Shakespeare and Donne, and some 
aspects of her work can be interpreted as sharing their distinc
tively "pre-modem" sensibilities . Current attempts to think about 
the ways in which moderni st aesthetic strategies differ from those 
of post-modernism are, in general , productive and illuminating . 
Yet Virginia Woolf is one writer who frustrates this binary by 
writing across it. May she continue to confound , through the com
plex character of her writing, our attempts at such classifications. 

Michele Barrett 
City University of London 

*This paper was excerpted from a longer article on Woolf and 
Foucault which will be part of a collection of essays by Michele 
Barrett. We appreciate Michele Barrett's generosity in allowing us 
to use relevant material for this edition. 
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VIRGINIA WOOLF AND MICHELE MONTRELA Y'S 
UNCONSCIOUS SIGNIFIER 

French psychoanalyst Michele Montre lay at the close of her sec
ond chapter in L'Ombre et le Norn, distinguishes the unconscious 
from the linguistic signifier . She claims that the linguistic signifier 
follows linguist Martinet's principle of double articulation, the 
first articulation being comprised of minimal units of meaning, 
words, and the second articulation being comprised of phonemes, 
phonematic units that imply a dissociation of signifiers from 
meaning and thus install the bar, the line between the signifier and 
the signified (S/s). Montrelay then theorizes a third articulation, 
an unconscious signifier, that unfolds in a third space that forms 
the ground of possibility for the bar. In Lacanian terms the signi
fier that emerges in this space has not merely imaginary or sym
bolic value, but also real value (38-39). The real, the ecstatic realm 
of what ex-ists, comes into play where the symbolic and imaginary 
border on each other , where the sign's bar, which Lacan says 
resists signification, begins to suggest a primal line that Montrelay 
describes as a kind of writing that doesn't represent anything but 
that makes represent ation possible (38). 

A fantasy of this primary writing appears also in Virginia Woolfs 
words on her sister 's paintings. In" Foreword to Recent Paintings 
by Vanessa Bell," Woolf tries to "crack the kernel" of Bell's art by 
searching for biographical traces of the artist in the artwork, as one 
might with a writer 's novels. 

Mrs. Bell is as silent as the grave. Her pictures do not 
betray her. Their reticence is inviolable. That is why they 
intrigue and draw us on; that is why, if it be true that they 
yield their full meaning only to those who can tunnel 
their way behind the canvas into masses and pass ages 
and relations and values of which we know nothing-if it 
be true that she is a painter 's painter-s till her pictures 
claim us and make us stop . They give us an emotion. 
They offer a puzzle. . 

And the puzzle is that while Mrs. Bell's pictures are immensely 
expressive, their expressiveness has no truck with words. (99) 

Woolf goes so far as to say that when one has "translated" 
Bell's vision into one's own "vocabulary," "the picture itself 
escapes. It goes on saying something of its own." In the face of her 
sister's art, Woolf apprehends a limit that both bars her progress, 
her vocabulary, and draws it on. Bell's work is a discourse, since it 
entails relations and values and organizations . And yet one must 
reach this realm seemingly by regressing, by tunneling back 
behind the discours es we know. 



If what is suggested here is an archaic realm of marking, why 
don't we simply see in this vision an example of Julia Kristeva's 
"semiotic," the pre-Oedipal, the presymbolic signifying articula
tion that takes itself as its signified object? To do so would be to 
lose sight of the fact that this discourse isn't presymbolic at all; it is 
at the heart of the symbolic, right in the line that draws the bar. 
Given the gendered connotations attached to the supposedly 
paternal domain of the symbolic and maternal realm of whatever 
is misperceived as running counter to it-be it the pre-Oedipal 
(a word that is a contradiction in terms, since it defines itself by 
what its dash propels towards a later moment), the imaginary, the 
archaic, or the semiotic-one would be wise not to choose one's 
model hastily. The risks of perpetuating a polarized gender con
flict through theoretical psychic and linguistic registers cannot be 
overemphasized. In 1982, Jane Gallop warned of such dangers in 
The Daughter's Seduction when she wrote of "the incompatibility of 
Lacanian and Kristevian theories" as a "locus of conflict between 
two maternals-one conservative, the other dissident" (125). While 
Gallop advocated seeing the maternal not as stereotypically only 
dissident or conservative, still she stereotyped her theorists to 
arrive at this pluralism, casting Lacan's maternal as a conservative 
imaginary, and Kristeva's as a disruptive semiotic. 

Montrelay helps us become better readers of Lacan and Woolf; 
she undoes the opposition of the archaic and the symbolic without 
herself falling into an unacknowledged conflict with the Lacanian 
terms she uses. Since for her a primary imaginary borders on the 
symbolic, imagistic discourses that draw lines and mark limits will 
never be simplistically opposed to the symbolic; rather, they will 
imply the symbolic's presence. That what we imagine as maternal 
might also already be symbolic is a point Woolf makes in her 
"Foreword" when she claims her sister's works show that a woman 
is capable not only of bringing "nakedness to birth," but also of 
looking "on nakedness with a brush in her hand" (97-98). 

Hilary Thompson 
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Review: GRANITE AND RAINBOW: THE HIDDEN 
LIFE OF VIRGINIA WOOLF, by Mitchell Leaska, Farrar, 
Straus, and Giroux, New York, 1998. 513 pages, $35 hard
cover U.S.A., $51 hardcover Canada. 

"Writing lives is the devil," Virginia Woolf declared in 1938 
(L VI 245). She wrote insightfully of the misty landscape which is 
anyone's biography, of the minefields biographers must cross, the 
false pat hs that beckon, the difficulty of gauging where to place 
one's eye-or plant one's flag. Perhaps as a result, she has been 
rewarded, by and large, with hard working, sophisticated biogra
phers and biographies worthy of attention. 

Woolf biographies tend to be hefty Victorian biographies, not 
Stracheyan ones. Quentin Bell set the standard in 1972 with his 
two-volume Virginia Woolf: A Biography. Drawing extensively 
upon then unpublished materials, Bell gave us what today we call 
(with no implied criticism) the powerful "family narrative" of 
Virginia's life. The major plot-points of this narrative include 
George and Gerald Duckworth's transgressions, the theme of 
"madness," the Virginia-Clive flirtation, Leonard as stalwart care
giver, the triumph of the 1920s followed by the losses of the 1930s. 
It was eminently logical for Bell to choose 1912 as the dividing line 
for his volumes, allocating, as it does, the first 30 years of Virginia's 
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life on one side and her subsequent twenty-nine years on the 
other. This choice also provided, in Leonard's courtship, a dramatic 
and romantic end to volume one and start to volume two. However, 
this decision, and the titles Bell chose for his volumes, "Virginia 
Stephen" and "Mrs Woolf," subtly accentuate the marriage as sub
sequent Woolf biographies do not. 

Bell's biography remains indispensable. He possessed first-hand 
knowledge and insiders' access, and he also "knew how to write a 
good forceful English"-a quality he noted in his great uncle, 
Fitzjames Stephen (10). Following on the heels of his 1968 volume 
Bloomsbury, Bell's Virginia Woolf fueled the blaze that has become 
Woolf studies. Inevitably, therefore, it is with (and against) this dom
inant narrative that the next generation of biographers has wor~ed. 

Bell ended Virginia's story (in both his text proper and his 
"Chronology") with her suicide on March 27, 1941-despite the fact 
that he certainly knew the aftermath: the discovery of the body 
and inquest, the cremation and burial. These final moments were 
left for future biographers to describe, and Hermione Lee proved 
more than up to the task in her extraordinarily thorough 1997 
biography Virginia Woolf. Lee's biography is the perfect comple
ment (and counter-balance) to Bell's: woman's perspective vs. 
man's; scholar vs. artist; outsider (somewhat) vs. insider; thor
oughly post-modern in a way that makes Bell's "purely histori
cal"approach (xiii) seem touchingly naive. Lee appears to have 
read everything, and she wins readers immediately to her side 
with her opening chapter in which she acknowledges the pitfalls 
of "Biography," and her closing chapter, "Biographer," in which 
she reveals her own relationship to her subject. 

A further virtue of Lee's biography is its organization into forty 
topical chapters that advance chronologically through Woolf's life. 
In an 893-page biography, readers interested in "Vita" can turn to 
Chapter 28; those curious about "Ethel" to Chapter 32. Want to 
know Lee's take on the Woolf "Marriage"? See Chapter 18, or on 
"The Press" -Chapter 20. On every point of controversy, Lee is 
thoughtful and judicious. On Woolf's supposed "madness," she is 
firm: "Virginia Woolf was a sane woman who had an illness" 
(171). Regarding Vita, she is richly nuanced (Virginia "wanted to 
avoid all categories") yet equally firm: "The story of this relation
ship could be summed up by saying that more was asked (on both 
sides) than could be given" (484,479). 

Lee's approach to the biographical controversies is to bring forth 
the many voices and facets of the debate. Panthea Reid, in contrast, 
was more willing directly to challenge Bell's narrative in her 1996 
biography Art and Affection: The Life of Virginia Woolf. Reid's might 
be called a "theme biography," for her aim was to show not only 
the importance of art (aesthetics) and affection to Woolf, but also 
how they intertwined throughout her life. Not surprisingly, her 
approach foregrounds Roger Fry's role in Woolf's life and artistic 
growth, but she also provides the most detailed accounts we have 
of the Virginia-Clive flirtation and Virginia's 1913-1915 illness. Like 
Lee's, Reid's research seems exhaustive and her detective work 
superb. She re-dates photos and letters-most notably questioning 
the dating of Woolf's suicide letters-always providing her rationale 
for doing so. In lucid and compelling prose she boldly challenges 
the family "reading" of Vanessa, suggesting Vanessa's role in 
Virginia's illnesses and suicide has not received adequate scrutiny. 

Mitchell Leaska takes Reid's criticisms of Vanessa even farther in 
the most recent Woolf biography, Granite and Rainbow: The Hidden 
Life of Virginia Woolf. By this time it seems clear that a Woolf biogra
phy must be 500 pages (minimum) and furnish family trees, pho
tographs, appendices, copious notes and indices. Granite and 
Rainbow offers all of this, and Leaska also holds the distinction of 
having published more books on Woolf than any other author: nine. 

Like Reid's Art and Affection, Leaska's is a theme biography. He 
seeks to reveal Woolf's "hidden life" -perhaps to convince readers 
of Bell, Reid, and Lee that there is still more "life" left to describe. 
Leaska's approach is a psychological one and one stressing the dis
cords in Woolf's life rather than its moments of harmony. Its seeds 
can be found in his "Introduction" to A Passionate Apprentice where 
he suggests that the following passages from Virginia's 1908 
Italian journal articulate her artistic credo: "I should like to ... dis
cover real things beneath the show .... [to] attain a different kind 
of beauty, achieve a symmetry by means of infinite discord ... 



some kind of whole made of shivering fragments" (384, 393). The 
dust jacket of Granite and Rainbow reveals what for Leaska is the 
~eal "beneath the s~ow,''. for rather than a likeness of Virginia, the 
1ac~et front and spme drsplay photographs of Leslie Stephen and 
Julia Jackson Duckworth-looking in opposite directions! Leaska's 
thesis i~ that "as a child Virginia was · forced to act separate and 
contradictory roles for each parent-robust in the morning, sick in 
the afternoon-if she was to attract ·any attention at all" (168). 
Although she sought idealized father figures in Leonard Woolf 
and Roger Fry and mother figures in Vanessa, Violet Dickinson, 
Vita, and others, this still wasn't enough. "Much as she tried to lay 
her mother and father to rest, she could not," Leaska asserts. 
"Their sour music would continue to assail her from the grave, 
haunt her to the very end. As long as she could write, however, 
she would protect herself by resurrecting them in benign worlds 
of her own making" (267). 
. Leaska thus proposes an alternative narrative. To the Lighthouse 

does not lay mother and father "to rest," as Woolf herself and oth
ers have stated. Indeed, the agony of The Years resulted from 
~oolf's ~vasion ("pargeting" or walling off) of her on-going (but 
hidden) mcestuous feelings for Leslie. In addition, Julia Stephen is, 
for Leaska, hardly the martyred saint of Leslie's Mausoleum Book or 
Bell's biography, but an "imperious, often-absent mother ... who 
~enied little y~rg~ \ .. the maternal affection and caressing secu
rity any sensitive child needed in so conflicted a household" (252). 
Indeed, "the real woman, Julia, was vicious, flawed-a malicious 
Madonna" (278). Vanessa, too, is found wanting. 

Leqska's nine-chapter biography begins with "Dearest Leslie/ 
Darling Julia" and ends with ."Life, Life, Life" (in Latin "Vita Vita 
Vita"). Together, these represent the "hidden" dimensi~ns of 
Woolf's life. Perhaps the most valuable aspect of the volume is 
Leaska's careful tracking of the Vita-Virginia relationship over the 
years and his interesting notion that Between the Acts is Woolf's 
"letter of farewell" to Vita (432). 

Andwhat are we to make of all this? 
. Certainly Granite and Rainbow, offers intriguing readings of 

Woolf's novels and some stimulating insights into Woolf's life as 
well. Nevertheless, one almost wishes Leaska had chosen to trace 
the theme of "hidden longings" in a more modest-sized book 
focused forthrightly on the novels rather than to offer a full-scale 
biography. Had he done this, he would have spared himself the 
.inevitable criticism that his vision of Woolf's life overstates the dis
cords and both ignores and simplifies the rich variance which was 
both Woolf's life and artistic vision. 

Readers may also be uncomfortable with Leaska's interpretation 
of the passage from which he draws his "granite and rainbow" 
metaphor and title. In one of her many astute reflections on the 
problems of biography, Woolf warns us that we cannot name "the 
biographer wh~se art is subtle and bold enough to present that 
queer amalgamation of dream and reality, that perpetual marriage of 
~anite and rainbow" that is our lives (emphases added). Now mar
riage to most implies union, just as amalgamation denotes "the action 
of combining_distinct elements into one uniform whole" (OED). 
Throughout his volume, however, Leaska insists that Woolf "trans
formed" granite into rainbow in her novels, the granite the discor
dant reality and the rainbow her poetic vision. To my mind, this 
conce~tual leap m~sconstrues Woolf's statement. For Woolf, granite 
and rambow (reality and dreams) are perpetually married, are for
ever queerly combined; one is not transformed into the other. 

Finally, it seems rather late in the millenium for a Woolf biog
r~p~y to focus so excessively (and unselfconsciously) on Woolf's 
fiction when m<;>re than half her oeuvre is nonfiction. Reid's biog
raphy shares this weakness as well, a sign that we, like Woolf, are 
still struggling for a language to describe "new forms" -including 
those r~n:ark~ble works comprising Woolf's literary nonfiction. 
Surely 1t 1s this task, rather than more lives, which is the needed 
work of the coming decade. 

Barbara Lounsberry 
University of Northern Iowa 
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Review: "WHO LIVED AT ALFOXTON?": VIRGINIA 
WOOLF AND ENGLISH ROMANTICISM, by Ellen 
Tremper, Bucknell University Press, Lewisburg, PA, 
1998. $43.50 cloth. 

Ellen Tremper has supplied the first book, and it is an excellent 
one, on a neglected subject, namely how fully English Romantic 
p~ets'. and Wordsworth in particular, influenced Virginia Woolf's 
thinking. (The only recorded full-scale study on this subject, Eric 
Warner's 1980 Oxford doctoral thesis, Some Aspects of Romanticism 
in the Works of Virginia Woolf, examined only novels.) 

Her opening chapters discuss "The Journal of Mistress Joan 
Martyn," "Anon" and "The Reader," works Quentin Bell, arguing 
that they would be of interest solely to specialists, allowed me to 
publish only in Twentieth Century Literature. Tremper illustrates 
their relevance and importance for every serious reader interested 
in the originating premises of Woolf's art. A major assumption, 
and it promises to be controversial, is that "Joan Martyn," named 
by Louise DeSalvo, remains, along with numerous works that fol
low it, chiefly "a story about 'absent' fathers." (55) 

Tremper submits that Virginia repaid Leslie Stephen's affection 
and trust (most evident in allowing a fifteen year old daughter full 
access to _his ~ooks) "by becoming a writer whose work visibly 
bore the 1mprmt of her Father's interest in history, his aesthetic 
values, and his ideas," (35) all inspired by his lasting admiration 
for Wordsworth. 

While pointing out that reading English Literature and Society in 
the 18th Century encouraged Virginia to take a wider, social view, 
Tremper's book stresses psychological rather than social growth in 
considering Virginia's art. She illustrates how Wordsworth's 
poetry, which Leslie read aloud frequently to his children, served 
!o focus her att~ntio~ on personal experience and an accompanying 
importance of imagmative recollection, which is to say emotion 
recollected 'in tranquility. Stories such as "The Mark on the Wall'' 
and "Kew Gardens," and the subsequent essays and novels 
Tremper discusses, disclose, like The Prelude, the growth of a 
writer's mind. . 

. Empha~i~in? Virgi~ia's inward voyage, Tremper tends in my 
view to m1mm1ze the impact of external reality, those "outward 
things" ("Intimations of Immortality") that arise throughout 
Wordsworth's poetry to disturb old ·opinions rather than to sup
port them. The lines she omits immediately after her long quota
!fon from "Tintern Abbey" (57- 58) ~re suggestive of this tendency: 
And I have felt/ A presence that disturbs me with the joy /Of ele-

yated thoughts." . 
Tremper's "politi~s of the unconscious," (230) are informed by 

Romantic spontaneity, she suggests persuasively, more than 
Freud. The "distress of interruption," she suggests, occasions a 
self-consciousness that is almostalways destructive of art (237) . 

Addressing my book, The Interrupted Moment, she appears to 
include such disruptiveness in her view of Romanticism: "The dif
fer~nce betwee~ my rea?ing and his is a matter of the weight 
assigned to the mterruphon and the subsequent pattern-making. 
Although Ruotolo privileges the interruption, I focus more on the 
b~ha".iour that fo_llo~s. from the experience-the repetition, gener
alization, and assrmilation of the new material. (251) Interestingly, 
Tremper defines such "privileging of chaos" as "rationalist" rather 
than "Romantic." (154) 

Virgin~a derived from ordinary experience via Wordsworth, 
she submits, a means of ordering a world continually threatened 
by the prov_ocation~ of life ~nd a~o".e all of death. I was led in my 
doctoral dissertation (Exzstentzalzsm and the English Romantic 
Mov_em_ent, Columbia, 1960) to focus through Kierkegaard's exis
tentialism upon the English Romantics' openness to disruptive 
experience. Privileging assimilation, continuity and pattern over 
~uc~ disruptiveness, Tremper avoids th~ Wordsworth who, urg
mg foreward-looking thoughts," ("Michael") would have us look 
~eyond per~o~al defeat and death. She offers most impressively 
(If not convmcmgly to me) a Romanticism of death rather than of 
life, one in fact better informed by Freud than a Romanticism that 
urges trespassing, as fully as does Virginia Woolf, in the face of all 
guardians of pattern. 



In presenting the shaping Romantic desire for order as a "pre
oedipal" (she uses this term frequently) death wish, her explica
tions from Mrs. Dalloway, To the Lighthouse and The Waves proclaim 
Romantic art as a "strategy of dealing with death ." Prefigural rep
resentations such as Clarissa Dalloway's premonition that "some
thing awful was about to happen," like the falling of waves, antici
pate all of our deaths. Lily, facing her empty canvas, thinking of 
Mrs. Ramsay, disarms death with a paint brush: "in the midst of 
chaos there was shape." Percival's death is, presented as "the locus 
of 'meaning' for the other characters," (223) a locus that forms the 
pattern of the whole novel. The reader, participating in this same 
design, realizes that such intertextuality is our only weapon 
against the meaninglessness of life. 

Tremper affirms Virginia's suicide as a final act of pattern mak
ing : "By going willfully to her death, she took from life its power 
to hurt her .... In her death, she became the thing itself ." (246-7) 
Like Kierkegaard who took from his fiancee Regina the power to 
hurt him by transforming her into fiction, Tremper's Virginia dis
arms the future by turning it into a work of art. I argued once that 
this was the antithesis of English Romanticism and, despite 
Tremper's interesting book, I continue to think so. 

Lucio Ruotolo 
951 Mears Court, Stanford, CA 94305-1041 

Review: VIRGINIA WOOLF AND THE ESSAY, edited 
by Beth Carole Rosenberg and Jeanne Dubino, St. Martin's 
Press, New York, 1998. 310 pages, $45 hardcover. 

Readers who esteem Woolf for her fiction may overlook that 
she wrote more than five hundred nonfiction pieces and was pri
marily a book reviewer and essayist for almost half her career . 
This valuable collection of fourteen pieces arranged in five parts, 
one of few critical studies of her essays, is a methodological study 
of them viewed in historical, literary -historical, reader-oriented, 
generic, and feminist contexts. The sensible underlying premise for 
this collection, is that Woolf's essays should be valued in their own 
right, not just as secondary material for her novels or as testimony 
to her feminism (although inevitably the pieces do include such 
discussion). The editors are continuing the trend to reassess her 
achievement set by the first full-length studies of the methodology 
and structure of Woolf's nonfiction: Mark Goldman's The Reader's 
Art: Virginia Woolf as Literary Critic (1976) and Vijay Sharma's 
Virginia Woolf as Literary Critic (1977). Given also Andrew 
MacNeillie's projected six-volume edition of Woolf's essays, four 
volumes of which have already been published, the perspective on 
Woolf as a serious essayist is assuredly changing. The lengthy his
torical _introduction reviewing Woolf's reputation as essayist con
firms how much overdue such recognition is, for the reception of 
the essays by Woolf's contemporaries as impressionistic dabbling 
rather than reasoned reflection has determined the tone of her crit
ical reputation for nearly seventy years. And as if it weren't 
enough that T.S. Eliot, abetted by the New Criticism, became can
onized as literary critic whereas Woolf's presence was ignored, 
during the seventies her feminism became the focus of interest at 
the expense of her broader interest in literature and life. 

Discussion of Woolf's essays is prefaced in Part I by a report on 
the reviewing that became her entrance into the field: Jeanne 
Dubino's "Virginia Woolf: From Book Reviewer to Literary Critic, 
1904-1918" stra ightforward account which does not mince the fact 
that Woolf wrote for money as well as recognition as a writer. All 
this (and more) one learns about in some detail from this useful col
lection, which in fact proves to be about Woolf not only as essayist. 
It also includes, for example, in Part 1: Woolf and History, a 
thoughtful reevaluation by Eleanor McNees of Woolf's dismissal 
(wrongful, prejudiced) by the Leavis group as elitist ("Colonizing 
Virginia Woolf: Scrutiny and Contemporary Cultural Views)'; that 
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addresses her novels rather more than her essays . Likewise, in Part 
IV: Woolf and Genre, George M. Johnson's "A Haunted House: 
Ghostly Presences in Woolf's Essays and Early Fiction," although a 
long and fascinating essay, gives almost half its space, as its honest 
title suggests, to a supernatural strain in Woolf's fiction. 

Editors Rosenberg and Dubino, who contend that the genre of 
the essay is "difficu lt to define in absolute terms," apparently 
incline towards a sense of it, like Woolf's, as something fluid and 
unempirical" for we are explicitly cautioned to consider the papers 
in this collection as article, not essays. Woolf herself, we are told, 
like Georg Lukacs and Theodor Adorno, believed that the essay is 
an art, not a science, neither pragmatic nor reliant upon 'literal 
truth-telling.' The idea of an essay precedes its form, which is 
uniquely individual, emerging from feelings and experience that 
help create the perspective the essay expresses . However, in Part 
III: Woolf and Reading, which looks directly at Woolf's sense of the 
essay form through her concept of the common reader and the pro
cess of reading, pragmatism enters when it emerges how much the 
nature of an essay may be constituted by the audience for it; Beth 
Rigel Daugherty's "Readin', Writin', and Revisin' : Virginia Woolf's 
'How Should One Read a Book?"' demonstrates that Woolf tailored 
that particular thrice-revised essay to three different audiences. 

The bulk of the articles in the collection, however, are more 
concerned with essay content than form, variously addressing the 
ideas and attitudes emergent or subliminal in Woolf's essays. 
Important issues of modernism, for example, recur . In Part II: 
Woolf and Literary History, which contains the largest group of 
essays, Michael Kaufmann's closely reasoned "A Modernism of 
One's Own: Virginia Woolf's TLS Reviews and Eliotic Modernism" 
compares how the differing audiences that Woolf and Eliot wrote 
for resulted in different personae and definitions of modernism. 
Whereas Eliot was preaching-like Pound with "suave acerbity or 
splenetic bluster"-as poet-critic to his peers, Woolf through her 
unassuming critical persona spoke as reader to other readers; thus 
whereas he defined modernism and literature generally as for the 
selected few, she defined them as available to all. In Part V: The 
Essay and Feminism, Lisa Low's "Refusing to Hit Back: Virginia 
Woolf and the Impersonality Question" demolishes the assump
tion that Woolf preferred modernist impersonality in art, espe
cially the suppression of anger, by demonstrating a difference 
between her version of impersonality and her male contempo
raries' and, better yet, showing that Woolf was undecided about 
the relative values of personality and impersonality and debated 
them throughout her writing life. Low might also have noticed 
that that conflict exists even in Woolf's personal diaries. 

This is a valuable book whose essays (I think of them as critical 
essays) have been selected with care. They are varied, informative, 
and well written; thoughtful rather than simplistic; moderate in 
tone rather than doggedly polemical. The Introduction provides a 
useful, nontendentious overview. And the collection does fill a 
need for continued reappraisal of Woolf's nonfiction, not just the 
well-known pieces, but the wide range of her essays. One may dis
agree with some of Woolf's pronouncements but never with her 
ability to make possible through her insights and her language the 
pleasure that she thought all reading should confer . 

Harriet Blodgett 
California State University, Stanislaus 

NOTE from our conscientious book review editor, Professor 
Pat Laurence: "I am putting out a call again for all who would 
like to review books for the VWM to send me a resume, a sample 
review, and area(s) of expertise in Woolf studies." Her address is: 
English Department, City College, CUNY, New York, NY 10031; 
lepcc@cunyvm.cuny .edu; Fax (212) 666-6250; Telephone (212) 
866-8654. 



Dear Editors: 
I purchased Virginia Woolf: Lesbian Readings after r~ading Vara 

Neverow's review in the Spring 1998 Miscellany, drawn by 
Neverow's mention of Janet Winston's article, which studied 
Mansfield's and Woolf's relationship as one of "mutual mentor
ship." To my dismay, Winston made no mention of my own work 
on Mansfield and Woolf. To be fair, given the anthology's 1997 pu~ 
lication date, Winston may not have had the opportunity to read my 
1996 Word of Mouth: Body Language in Katherine Mansfield and 
Virginia Woolf. But she also overlooks pieces long in print that bear a 
direct relation to her discussion (Winston refers to the destructive 
morality Mansfield depicts in her protraits of women together, for 
example, a concern I address explicitly in "Unholy Meanings: 
Maternity, Creativity, and Orality in Katherine Mansfield," Feminist 
Studies 17, 1 [Spring 1991]. This article also analyzes Mansfield's 
ambivalence toward female embodiment and the way in which that 
ambivalence shaped her relationship to her lifetime companion, Ida 
Baker, another area of overlap with Winston's article). 

These omissions were by no means the only ones. Winston's 
discussion of Mansfield's vexed use of Oscar Wilde as a gay role 
model would have benefited from a knowledge of Mary Burgan's 
brilliant chapter on Wilde, Mansfield's bisexuality, and her early 
fiction in Illness, Gender, and Writing: The Case of Katherine Mansfield 
0ohns Hopkins 1994). Winston's reductive characterization of 
Mansfield's "Bliss" as a story that "represents a woman's passion 
for another woman as something foolish, impulsive, and untrust
worthy" might have been more nuanced had she read the fine 
studies on homoeroticism in the story by Helen Nebeker (Modern 
Fiction Studies 1972/3); Marilyn Zorn (Studies in Short Fiction 1980); 
Pamela Dunbar (in Critical Essays on Katherine Mansfield 1993); Kate 
Fullbrook (Katherine Mansfield 1986); and Mary Burgan (Illness, 
Gender, and Writing, 1994). And had Winston paid more attention to 
this ea.rlier critical work, she might have learned that many critics 
see at least some of Mansfield's mother-daughter representations as 
homoerotic and complex; Winston may not have concluded, as she 
does here, that "Mansfield's stories most often represent erotic 
desire between women as fleshly, exotic, reckless, and menacing." 

And this last view leads me to my final complaint. My sense of 
dismay with Winston's work is not simply wounded vanity, but 
rather real disappointment that a chance for dialogue with other 
Mansfield/Woolf scholars has apparently been bypassed in order 
to pit Mansfield and Woolf against each other and declare Woolf 
the better lesbian writer. Winston characterizes Mansfield as "cor
rupted" by social pressures ("Who or what corrupted Mansfield, 
we may ask, for her to represent lesbian eroticism as something 
sinister and feared?"); Woolf-and Winston too-have to "reshap[e] 
[Mansfield's) vision to fit our own" This "reshaping" much resem
bles mutilation and deformation, as the complex ambivalence 
about female embodiment, maternity, and creativity expressed in 
Mansfield's work and life becomes reduced in Winston's view to 
inadequately express lesbian eroticism revised and corrected in 
Woolf's work. Rather than judge Mansfield from a superior dis
tance, we are better off trying to understand the forces of self
loathing, somatophobia, and matrophobia Mansfield inscribed in 
her work and suffered, so terribly and self-destructively, in her life. 
She still has much to tell us-in her own right. 

Patricia Moran 
University of California, Davis 
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I am sorry to report the death of Elizabeth Power Richardson 
(1923-1998) from heart disease on July 5, in Northampton, 
Massachusetts. Woolf and Bloomsbury scholars will know Liz, 
not only for her indispensable Bloomsbury Iconography (St. Paul's 
Bibliographies, 1989), but as a rigorous scholar, a careful editor, 
and one always willing to share her knowledge, her enormous 
collection of books and photographs, and her time in meticu
lous reading of first and last drafts. To Liz I owe a particular 
debt for her careful indexing of Selected Letters of Leslie Stephen, 
as well as for extensive correspondence and frequent tele
phone conversations. I am sure that many readers would say 
with me that one's work was always better for having gone 
through the wringer of her candid but kind severity. 

In 1943 Liz graduated with high honors from Smith College, 
moved to New York, worked for a woman's magazine for a 
year, taught, and then joined McGraw Hill Book Company 
where she, a ploymath, ultimately became a supervisor in the 
College Division. 

In 1949, she married W. Garland Richardson, a Foreign 
Service Officer, and spent the next years abroad on five conti
nents until her husband's retirement in 1981, when she returned 
to McGraw Hill as a free lance editor in a variety of scientific 
disciplines. Meanwhile, she had borne a son and a daughter and 
had indulged her passion for collecting books, et.al. After her 
husband's death in 1981, Liz focussed her attention on 
Bloomsbury with the results we all know. She did not, however, 
stop with the Iconography, but continued to work on a variety of 
projects until shortly before her death. She has bequeathed her 
vast and wonderful collection to the Ruth Mortimer Rare Book 
Room of Smith College. 

Hermoine Lee writes to me of Liz as "a redoubtable and 
exceptional person! You will miss her." Indeed, we shall! 

John W. Bicknell 

Contributions Invited 
Virginia Woolf is the subject of the first in a multi-volume pro

ject published by Athlone Press, London. This British Academy 
project, under the directorship of Elinor Shaffer at the School of 
Advanced Study, London, invites contributions from scholars 
working on Virginia Woolf's reception in Europe. The period of 
reception extends from the date of first publication of Woolf's fic
tion and criticism to contemporary readings and reactions. Not 
only critical reception, but also reception through translation, film 
and the media; literary reception; rec;eption by the academy etc. 
will be considered. This 3 / 4 year project will take the form of 
symposia and publication of collected papers and essays. Please 
address enquires to: Elinor Shaffer, School of Advanced Study, 
University of London, Senate -House, Molet Street, London, UK, 
WCl E 7HU or Nicola Luckhurst, Somerville College, Oxford, 
OX26HD,UK. 

UPDATED BIBLIOGRAPHY OF VIRGINIA WOOLF'S 
WORK 

The invaluable Woolf bibliography published in three editions 
by B. J. Kirkpatrick is now available in a fourth edition co
authored by Kirkpatrick and Stuart N. Clarke. A Bibliography of 
Virginia Woolf, 4th edition (Oxford: Clarendon, 1997), is available 
in the UK and should soon be available in the US. 

EDITORS 
Mark Hussey, Pace University 
Lucio Ruotolo, Stdnford University 
Peter Stansky, Stanford University 
J.J. Wilson, Sonoma State University 

REVIEW EDITOR 
Patricia Laurence, City College of New York 
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THE VIRGINIA WOOLF SOCIETY COLUMN 

As my plane began a jouncing descent towarcl St. Louis, in zero 
Yisibility thanks ~o a storm system that had delayed the flight for 
two hours and was delaying the arrival of others to the 8th Annual 
Coilferen~e on,Virgini~ Woolf by up to thirteen, I remarked, "I 
guess we .y~n.t be seemg the arch." "l hope not," my seatmate 
sensibly responded. 

The '-i-veathet· cleared, and the arch.'...fa:ro Saarinen's modernist 
statement in steel towering above the Mississippi-=-emergecl to play 
Reek-aboo on the ~uban horizon of St. Louis University. Il: was the 
figure of an archbishop, however, that presided as we hustled the 
h~llways in pursuit of new 'Woolf scholarship. But Catdina L 
Ritter-even with a hall of his own-made no claim on the freedom 
of our minds. 

lnde~d our minds were well fed as we dwelled on the"'com-· 
mu~ties" Woolf reflected or rebelled against in her time and fos
ters m ours. We were moved by Awiakta's Cherokee meditations, . 
and we learned more about Woolf's impact on creative artists as 
Awiakta shared a p~riel with artist Suzanne Bellamy and Sigrid 
~un~% author of Mitz:,_The !'-1armoset of Bloomsbury-' We enjoyed 

Pans Was a Woman, a film featurmg Janet Flanner, Sylvia . 
Bea~h, and other .contemporaries of Woolf. We engaged ·with 
Marianne DeKoven's discussion of Woolf's 1~Public Women," 
Rachel Bowlby's '.'Virginia Woolf and Community/' and Patricia 
Moran's contextualization of sexual_politics in A .Room of One's 
Own .. Vara·.Neverov's exploration of Woolf s '!photographic imagi
nation'.'. offered compelling insights. In "Civilization and Its , 
~retexts in Virginia Woolf's Art," Tuzyline Allan issued an impas
sion~ charge that we open our doors still wider to non ~Anglo 
Amencan readers. These and other fine talks confirmed , Woolf's 
place as ru:i active . muse. 

Th~ International VirginiaWoolfSodety thanks the .unsinkable 
Georgia Johnston for setting the stage, .and the tables, for a great 
conference. We hope to see you next June 10-13 at the Univer _si_tr 
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of Delaware for the 9th conference, "Virginia Woolf Turning the 
Centuries," hosted by Ann Ardis and Bonnie Kime Scott. See the 
call for papers and more at http:/ / www.english.udel.ed u /woolf. 

Mean~hile, join us_ for the Woolf sessions and annual IVWS party 
at MLA m San Francisco. On Dec. 27, Holly Henry will introduce 
'Woolf and Science in the Modem Period," featuring Catherine Ann 
Pavlish's "Subject/Object Boundaries: A Schizoanalysis of the Artist in 
Virginia Woolf's Novels"; Marilyn Zucker's "Virginia Woolf's 
Uncertainty Principle o~ ~anguage"; '1Ild Karen Kaivola's "Virginia 
Woolf s Androgynous V1S1on and Contemporary Scientific Discourses: 
Gender, Race, and Sexuality." . 

On December 28, Irene Co i!.tes will ask "Who's Afraid of 
Leonard Woolf?" featuring Wayne Chapman's "Contemplating the 
End of Monarchy: Leonard Woolf's Early Thoughts on Governs 
~en!,'~ Patricia, Laurence'~ "A Writing Couple: Shared Ideology in 
Virguua Woolf s Three Guineas and Leona rd Woolf's Quack! Quack!" 
Beth Rosenberg's "Leonar d Woolf and the Jew, ·" and Natania 
Rosenfeld's ''.Border Cases: Virgin ia .and Leonard Woolf an d the 
Politics _of Intersubjectivity / ' Right after this session we'll carpool 
and taxi-pool the short distance to the party at Madeline Moore's 
home, 747 Kansas Street, which will offer a spectacular view, 
homemade food and winesfroiµ Sonoma County, and the stimu
lating conversations we .can find best at Woolf gatherings. 

To join the NWS, send a check in U.S. currency for $15 ($750 for 
students or retired or part-tirn:e workers) to Laura Davis, Secretary/ 
Treasurer, 5699 Powg.er Mill Rd., Kent, Ohio., 44240, USA 
(LDavisl@ken~.edu). See. our web site: http:/ /www.utoronto.ca/IVWS 
frorn which you can reach other Woolf-related sites as well as our 
bibHography. Send b~bliographical entries to me- at 406 Morgan 
Creek Rd., Chapel HHl, N.C., 27514, USA (sally@suns ite.unc.edu). 

Sally Greene, Chape/Hill · 
Bibliographer /Historian 
The Internationa! Virginia Woolf Society 
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