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TO THE READERS: THE BLOOMSBURY SNEER: ENOUGH ALREADY! 

No doubt the most dramatic event in the Bloomsbury world over Two current exhibitions have promoted widespread reconsidera-
the past year was the large exhibition of its paintings - the works of tion of the Bloomsbury Group and their contributions. They have led 
Vanessa Bell, Duncan Grant, and Roger Fry-at the Tate. Two of the also to repeated restatements of the dismissal of Bloomsbury that have 
pieces that follow discuss that, and the extraordinary venom with been "critically correct" position of media pundits and others since the 
which the English critics greeted the exhibition. In my own view, it Bloomsburys were at their height and came under fire from D. H. 
was a mistake to have the show at the Tate. It was badly shown in large Lawrence, Wyndham Lewis, the Leavises, and others. Now, as so often 
rooms and being the exhibition at the time of the millennium also before, the Bloomsburys are described by the critics as an association 
seemed to make a much larger claim for the art than was legitimate. of timid, second-rate artists, obsolete writers, and elitist snobs who, in 
The catalogue, with its superb annotations by Richard Shone, in fact reality, did not have much to be snobbish about. But today's critics 
was modest in its assertions about the importance of the art but the face a paradox. The public disagrees with them. Public interest in 
critics ignored that in their extraordinary frenzy of Bloomsbury matters Bloomsbury continues unabated. Books, aiiicles, films, and 
bashing. I believe the exhibition would have worked much better in the exhibitions are greeted with applause despite the expert disapproval. 
National Portrait Gallery where the claims to quality would have been The critics explain this paradox in several ways. First, they say, 
less and the central role of personality would have been more legiti- the public interest is no more than prurient fascination with the lives 
mate. (A small group of Bloomsbury photographs was shown there at and loves of some of the major Bloomsbury figures such as Lytton 
the same time and also there was a very fine exhibition on Roger Fry Strachey and Maynard Keynes. The Bloomsburys, they claim, have 
and his influence at the Courtauld that unfortunately did not travel.) become a kind of surrogate Royal Family for the upper middle class 
The Bloomsbury show was much more effective, largely because the and their biographies a middle-brow soap opera. Second, the critics 
space was much more intimate, at the Huntington and at the Yale point to the identification of Virginia Woolf with feminist objectives, 
Center for British Art. As Regina Marler points out, the critical especially by American women scholars. And finally, the critics imply, 
reaction in this country was practically nil. The fascinating irony-and with the kind of arrogance they claim to find in Bloomsbury, the public 
one is not sure what Bloomsbury would have thought about this-was simply does not appreciate the essential weakness of the Bloomsbury 
that at all three locations the exhibition was a great public success, products, as the critics do. 
extremely well attended. And whatever the critics might have thought, Another way to approach the Bloomsbury paradox of public 
the exhibition paid attention to the area of artistic endeavor- a point approval in the face of critical disdain is to ask why, indeed, the critics 
frequently overshadowed by the later greater literary achievements-in are so hostile and the public so enthusiastic. It seems to this observer 
which Bloomsbury made its mark first. that the criticism of Bloomsbury from the start has had origins in their 

The saddest event of recent months was the death of Noel Annan political and social stance, much more than in their litera1y, artistic and 
last February. As an undergraduate, don and Provost at King's College, scientific achievements. They lived at a time when intellectuals in 
he was in quite a few ways connected with the last years of Britain were divided more or less into two camps identified roughly 
Bloomsbury and was able to know many of its surviving members. He with the two major political paiiies. On the right, some pressed for 
said to me when I arrived to do a second B.A. at King's in 1953 about social discipline, authoritarian rule, retention of Empire, and free 
my having mentioned my interest in Bloomsbury in my application that markets, especially for labor. On the left, others argued for strong trade 
such a statement caused amusement because those at King's regarded unions, public ownership, and redistributive "leveling up and leveling 
Bloomsbury as friends, not as subjects for study. Yet his great Leslie down." The Bloomsburys, even Leonard Woolf who was an advisor to 
Stephen of 1951 in many ways jump started the serious interest in the Labour Party, were not comfortable in either camp. They were old 
Bloomsbury, even though it was devoted to its father. And King's style liberals with neither the instinct to protect class privilege nor 
College, and Noel as a major figure there, preserved the spirit of "class consciousness of sin." They mistrusted the aristocrats and pluto -
Bloomsbury through its atmosphere unique at a Cambridge or Oxford crats of the right and the bureaucrats and big government of the left. 
college, of friendliness among dons and students that extended beyond and they scorned a working class that had willingly accepted World 
the close connections between tutors and their paJiicular students that War I and the ugly manifestations of late Victorian art and literature. 
was to be found elsewhere. Throughout his influential and enjoyable They said to the right and to the left, a plague on both your houses, and 
life, he carried out Keynes's desire that the values of Bloomsbury be they were treated as traitors as a result. They remain accused of social 
used to enrich the lives of many others, but without intruding upon the sedition even today . 
privacy of one's own life. In the next issue of the Miscellany, The Bloomsburys made the politically-based attacks of their 
there may be some more extended notice of Lord Annan's critics especially easy for two reasons. First, a part of their credo, taken 
considerable contributions. from philosopher G. E. Moore, was a commitment to absolute candor. 

Readers of the Miscellany may wish to know that a casting of Unlike other groups of friends they did not close ranks against the 
Stephen Tomlin's wonderful bust of Virginia Woolf is ~=========~ world: by contrast, they criticized each other mercilessly 
available for purchase from Charleston (Firle, Lewes, East in public. And in the process they provided mountains of 
Sussex BN8 6LL). It is in an edition of eight and the LucioRuototowill edit the ammunition for their enemies. You can denounce 
price,. for the benefit of Charleston, is admittedly high: next issue of the Miscellany. Bloomsbury quite easily simply by repeating their criti-
£8,000. Few of our readers are likely to be able to afford it The due date is Friday cisms of each other out of context. It is striking , for 
but they may know of institutions-libraries, museums- February 9, ZOO!. His example, that still, after seventy five yeai·s, the denuncia-

address is 951 Mears Court, 
that might. In any case, I would urge all readers, if they Stanford CA 94305 _1041. tions of Roger Fry as a painter rest heavily on the 
haven't already, to be become members of the Friends of His email is dismissal of him by his close friend Kenneth Clark, a 
Charleston. ruotolo@stanford.edu. dismissal that in fact tells us more about Clark than Fry. 

Peter Stansky Second, the Bloomsbmys loved to exaggerate and to tease. 
Stanford University Exaggeration and teasing were for them valuable rhetor-
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r-
ical devices. These appear in their essays (e .g. Clive Bell's 
Civilization) in their painting (e.g. Duncan Grant's Adam and Eve), and 
in their daily lives, as in the famous Dreadnought incident in which 
they teased the British navy. But when humorless critics now treat 
these devices with deadly seriousness they seem ludicrous and even 
sinister, and their original intent disappears. 

Leaving the critics aside, what about Bloomsbury does continue to 
appeal to so many people, beyond the individual members' undoubted 
contributions to their separate fields: fiction, biography, economics, art, 
aesthetics, psychology etc.? Three things, at least. First, in this era of 
rampant specialization it is inspiring that the Bloomsburys were 
committed so completely to multidisciplinarity. And they made inter
disciplinary interactions really work. Their fiction strengthened their 
art; their philosophy their economics, their biography their history, and 
so on. Second, as public artists and intellectuals they led a revolution to 
extend the coverage of art and literature throughout life: into the home, 
office and public space and not simply as solemn icons in the class
room or museum. Their revolution in this regard is far from complete 
and those today who fight this good fight find inspiration in the Omega 
Workshops, the Hogarth Press, the Contemporary Art Society, and 
many other Bloomsbury adventures. When the critics complain that the 
Bloomsburys were often careless or imperfect they miss the point. Art 
and life for the Bloomsburys were all of a piece-and life is imperfect! 

Third, the Bloomsburys believed that the most promising long-run 
solution to many of'society's serious problems lies in education, not 
just technical training, but liberal education that frees and enlivens the 
mind. They usually reasoned, like Keynes, from the "demand" side of 
things, and they saw that the liberated mind is the best source of 
enlightened demands. The most promising way to 

BLOOMSBURY GOES WEST: THE AMERICAN RESPONSE TO THE 
BLOOMSBURY RETROSPECTIVE 

Much has been said and written over the past year about the 
savage critical reaction in London to the Bloomsbury retrospective at 
the Tate Gallery. As most readers of the Miscellany will know, the 
show was curated by Richard Shone, a friend of Duncan Grant's in the 
last years of his life and the highly regarded author of Bloomsbury 
Portraits, the definitive history of visual Bloomsbury. While a few art 
historians, like Richard Cork, gave balanced assessments, most 
newspaper reviewers dismissed the paintings as incompetent, 
misguided, or hopelessly rear-guard, and hurried on to attack the 
Bloomsbury Group as a whole for its reputed snobbery, sexual antics, 
and self-promotion-the undying attributes, as journalists see it, of this 
coterie of gifted friends. In the Sunday Times, Waldemar Januscek 
breezily reported that "Yes, they had the morals of a chimpanzee. Yes, 
they painted like chimpanzees." Critics expressed anger that the 
Bloomsbury artists were not as good as Picasso or Matisse. When 
anger had been sufficiently vented, a sense of vindication ran through 
the reviews: we knew they were bad artists, but how very, very bad is 
only now made clear. 

In a BBC3 radio program that followed the opening of the Tate 
exhibition, Shone retorted that he never claimed the Bloomsbury artists 
were on a par with Picasso or Matisse, and that they themselves would 
never have made such a claim. That Roger Fry helped advance the 
cause of modern art in Britain is undisputed by the critics of "The Art 
of Bloomsbury," as is the fact that Vanessa Bell, Duncan Grant and 
Roger Fry retreated from modernism in their paintings after the 
First World War. No critics mentioned that the return to more natural-

istic subjects in the 1920s was a widespread 
prevent foolish wars, Virginia Woolf argued in 
Three Guineas, is to educate, and thereby to 
empower, the citizenry, and especially its female 
members. They would then demand peace. She 
would have applauded the citizen protests against 
the Vietnam war that brought the conflict to an end. 
The reason why modern nations exhibit so much 
ugliness, Roger Fry claimed, is because the citizens 
tolerate it and know not enough to ask for better. 
Educated citizens would not stand for our industrial
ized wasteland. In his writings and public lectures 
Fry sought to improve the critical faculties of his 
adoring audiences and strengthen their demand for 
fine art and literature. This belief in the salutary 
social consequences of liberal education has been a 
widespread article of faith in America for more than 
a century. The Bloomsburys provide a justification 
for, and elaboration of, this faith that is deeply 
appealing to Americans still. 

The Eleventh Annual Conference 
on Virginia Woolf 

phenomenon, from which neither Picasso nor 
Matisse were exempt. 

Shone and other advocates of Bloomsbury art 
held high hopes when the exhibition transferred to 
the Huntington Gallery in San Marino (Los 
Angeles) in March 2000. On this side of the 
Atlantic, however, reviews have been so few that 
they scarcely form a body of opinion. To counteract 
the gossipy pieces in England, The Los Angeles 
Times offered a cursory review by a critic so 
unfamiliar with Bloomsbury and its legend that he 
gave Vanessa Bell two sons by Duncan Grant and a 
daughter by Clive Bell. The story of Bloomsbury 
modernism was provided in brief by this writer in 
the Los Angeles Times Book Review. Attendance at 
the Huntington exhibition was high, but then, even 
the Tate Gallery had reported over 92,000 visitors to 
"The Art of Bloomsbury," who were attracted 
perhaps by the controversy in the press, or perhaps 
by the kinder , gentler version of modern art in 
which the Bloomsbury artists specialized, dubbed 
"the radical domestic" by American scholar 
Christopher Reed. The press office at the Tate 
reports that "The Art of Bloomsbury" may be 
among the fifteen best-attended shows in their 
history. 

Finally, many people in our time, even if not 
the critics, find the Bloomsburys attractive role 
models for life . They were gentle, hard-working, 
peaceful (not pacifist) people with, as Clive Bell 
said, a "sense of values" and "reason enthroned ." 
And he might have added "a sense of humor." They 
did not neglect what they called their "biological 
life." They loved widely and dined well. But they 
placed the highest value upon what they called the 
"imaginative life" of art, literature and science. 
They believed that the imaginative life distinguished 
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At each stop in its travels, "The Art of 
Bloomsbury" shed a few paintings and gained a 
few. (Richard Shane's excellent and beautifully-

humans from animals and that it is here alone that true human progress 
can be made. For many this is a strange notion in this day when 
progress is measured usually in terms of Gross Domestic Product per 
capita. But for others this notion is refreshing, and they are among the 
ones who trooped to the Tate and Courtauld this winter. To the critics 
they say, "give us some respite from your tiresome Bloomsbury sneer, 
at least while we enjoy these two splendid exhibitions." 

annotated catalogue is the best record of the show.) 
After two months at the Huntington, it moved on to the Center for 
British Art at Yale University-a smaller show than the Tate exhibi
tion, but much larger than the Huntington show, and supplemented by 
photos and documents from the holdings at Yale, Smith College, and 
other collections. Those who have seen the show in all three settings 
maintain that the Yale version was the best: the intimate scale of the 
galleries suiting the modestly-sized works. Here John Russell made his 
stately way through the galleries, to conclude in the New York Times 
that the show was a marvelous depiction of a bygone world. And here 
Hilton Kramer hardened his previously published convictions that 
Bloomsbury should be erased from art history, or at least prosecuted 
post mortem for what they did to Angelica. So comprehensive and so 

Craufurd D. Goodwin 
Craufurd Goodwin, Professor of Economics at Duke University, 

Durham, North Carolina, and author of Art and the Market: Fry on 
Commerce in Art, University of Michigan Press, 1998. 
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grimly definitive is "The Art of Bloomsbury," Kramer argued in The 
New York Observer, that there is no reason ever to mount another show 
of Bloomsbury art. 

None of these critical responses will surprise those who have 
studied the complex and longstanding reaction against the Bloomsbury 
Group. Only one surprise, in fact, emerged from the debate over "The 
Art of Bloomsbury," and this is the demotion of Duncan Grant in favor 
of Vanessa Bell, who now emerges as the most talented and forward
looking of the Group, perhaps because Richard Shone selected so few 
of her tentative, flowery late paintings for this show. 

If there is illumination to be found in the response to "The Art of 
Bloomsbury," it is in accepting that any rise in Bloomsbury's fortunes 
is promptly corrected in another quarter: the scorn of critics, for 
example, neutralizing the honor of a retrospective at the Tate Gallery. 
The tenacity of opposition to the Group makes its nachleben something 
of an anomaly, a demonstration that as far as Bloomsbury is concerned, 
what goes up must simultaneously go down. 

Regina Marler 

Regina Marler, author of Bloomsbury Pie: The Making of the 
Bloomsbury Boom. 
A POSSIBLE SOURCE FOR ORLANDO'S ANDROGYNY: ORLANDO 
AND HERMAPHRODITUS. 

Androgyny is undoubtedly a thematic touchstone in the works of 
Virginia Woolf. Much has already been written about her unrelenting 
advocacy of what she called the "androgynous mind", amongst which 
Nancy Bazin's enlightening study certainly comes to the fore 1

• Yet 
little has been said of the various foundation myths that may have 
borne a significant influence on this important aspect of her fiction and 
thought. The Hermaphroditus myth, from Ovid's record in 
'Hermaphroditus and Salmacis' (Metamorphoses) is in this respect 
extremely instructive-even though it is yet to be known whether 
Virginia Woolf ever read it at all. Indeed, reading the tale in book four 
of Metamorphoses, one can realize that what is called 'androgyne' is 
actually the fusion of two beings which were originally distinct from 
one another, just as Mr. and Mrs. Ramsay can be viewed as the two 
sides-at times opposing, at times fusing-of a selfsam~ whole. 
'Hemaphroditus and Salmacis' thus records the fantastical encounter 
between the son of Hermes and Aphrodite-Hermaphroditus-on the 
one hand, and Salmacis, the nymph, on the other. It is this encounter 
which eventually leads to the fusion of the two beings into one body 
after their embrace in Salmacis' pool. This twofold representation of 
androgyny foreshadows Virginia Woolfs conception of the "androgy
nous mind" in A Room of One's Own. She likened the androgyny of a 
complete mind with a "couple" stepping into a taxi cab-a sight which 
"seems to ease the mind of some strain"'-hence reviving Ovid's tale 
ending with "both [Hemaphroditus' and Salmacis'] bodies merged / In 
one, both blended in one form and face."' Virginia Woolfs speculation 
about man's fundamental androgyny actually stems from the following 
statement: 

Perhaps to think, as I had been thinking these two 
days, of one sex as distinct from the other is an 
effort. It interferes with the unity of the mind. Now 
that effort had ceased and that unity had been 
restored by seeing two people come together and get 
into a taxi-cab. (90) 

The most obvious and at the same time most puzzling reminis
cence of Ovid's tale is definitely the curious similitude that exists 
between the two characters of Hermaphrod itus and Orlando. First, in 
both cases, the protagonist is said to be of high rank parentage: whereas 
"Hermaphroditus was born to Hermes and Aphrodite" (IV, 289), 
Orlando's father "had been noble since they had been at all" (11). 
Furthermore, their ages are roughly the same when Orlando's stories 
begin, and the transgressive content of their subsequent adventures is 
heralded by their common desire to overstep the confinement of their 
abodes. Thus Hermaphroditus, "when thrice five years had passed, [ ... ] 
forsook Ida, [ ... ] eager to roam strange lands afar [ ... ]" (IV, 294), thus 
Virginia Woolfs fantasy has it that "since [Orlando] was sixteen only, 
and too young to ride with [his father] in Africa and France, he would 
steal away from his mother and the peacocks in the garden and go to 
his attic room" (11). But more significantly still, in either tale, the 
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hero's androgynous features are put forward even before they undergo 
their actual metamorphosis, and both youngsters are portrayed in 
delicate terms that are telling of their frailty and 'aptness', as it were, to 
be permeated with femininity. Here is the description of 
Hermaphroditus as recorded by Ovid : 

A rosy blush/Dyed the boy 's cheeks; he knew not 
what love was; but blushes well became him; like the 
bloom/Of rosy apples hanging in the sun,/Or painted 
ivory, or when the moon/Glows red beneath her 
pallor and the gongs/Resound in vain to rescue her 
eclipse. (IV, 321-327) 

Hermaphroditus' bisexuality is therefore apparent in the contours 
of his body only a few lines into the tale, and when Ovid comments "In 
face he showed/Father and mother and took his name from both" (JV, 
292-293), this is surely more than a conventional allusion to a child's 
resemblance to his parents. In the same way, Orlando is described as 
having "peach down" covering "the red of [his] cheeks" while "the 
down on the lips was only a little thicker than the down on the cheeks" 
(12), endowing him with an intrinsic femininity that makes him all the 
more likely to experience his radical transformation. And last but not 
least, both Hermaphroditus and Orlando undergo a kind of 'female 
initiation ' which appears to be of paramount importance regarding the 
pattern of their stories, whether it be the conquest of Salmacis for the 
former or the seducing of Queen Elizabeth for the latter. Hence, in 
Ovid's tale, Salmacis initiates three activities: speech, lovemaking and 
lastly prayer, which fixes and eternalises the union of the sexes. In 
contrast, Hermaphroditus adopts the passive role traditionally ascribed 
to the woman; he refuses her embrace then indirectly accepts it by 
succumbing to the delicious temptation to plunge into the water. "She 
longed/to embrace him, scarce contained her frenzied heai1", the text 
underlines, before it bears witness to the victory of the nymph, who 
rejoices after the fatal embrace: "I've won, he's mine." (IV, 350-351 ). 
The pattern is exactly that of Orlando, in which the hero ' s first sensual 
experience with a woman is also initiated by a significantly single
minded lady, i.e., Queen Elizabeth I herself. Their embrace re-enacts 
the union of the two Greek heroes and ends up with the powerful 
woman's victory: 

She pulled him down among the cushions where her 
women had laid her[ ... ] and made him bury his face 
in that astonishing composition. [ ... ] He rose, half 
suffocated from the embrace. 'This,' she breathed, 'is 
my victory.' (19) 

With this initiation to the wilful strength of a mighty female, 
Orlando is ready for the transformation he will undergo in Turkey, in 
the same way as Hermaphroditus is initiated into sexuality by the 
relentless Salmacis who, by her embrace, regains the primeval unity 
resumed by Plato's spherical being after it is split in two.' 

Nicolas Porret-Blanc 
Assistant Lecturer, Universite Jean-Moulin Lyon 3 
5 rue Richan 69004, LYON, France porretblanc @aol.com 

1Bazin, Nancy. Virginia Woo({ and the-Androgynous Vision. New Brunswick: Rutgers 

University Press, I 973. 

'Woo lf, Virginia. A Room of One·.,. Own. London: Vintage , 1996 90. 

'Ov id. "Hermaphrodit us and Salmacis," Metamorphoses, book 4. Oxford: Oxford UP, I 9X6 

lines 375-376. 

'Plato. Symposium. 

VIRGINIA WOOLF AND THE BBC: PUBLIC AND PRIVATE VOICES 

If the point of Hitler's broadcasts was to make every listener 
public-to make every listener a mindless supp011er of the leader and 
to orchestrate mass hysteria, then British broadcasting was hardly that. 
The tradition of individualism in Britain was too strong for the private 
individual ever to be completely subsumed. Indeed, disdaining the idea 
of radio as "mere entertainment," Lord Reith, self-styled patriarch of 
the BBC, was intent on "eleva ting" listeners-as "bearers of British 
culture"-rather than in inflaming or abasing them. This high-minded 
aim of course contained propagandistic elements: an implicit belief in 
British superiority if nothing else. 

In her last novel written between 1938 and her suicide in 1941, 
Woolf was to show the bankruptcy of this self-congratulatory belief. 
Throughout the mid to late 1930s, she drew parallels between the 
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British and the Nazis and in fact saw very precise links between the 
rise of sound technology and totalitarian thinking. By 1939, 70% of the 
population were listening to the BBC, which, significantly, operated a 
government-sponsored monopoly . In Germany, the number of listeners 
jumped from 4 to 77 million between 1933 to 1939. This increase in 
both countries immensely expanded the reach of the human voice
which, borne aloft on sound waves, could now be heard by millions . 
And, it suggested the term "radio mass"; listeners were described by 
radio researchers as an aggregate of statistical bodies divested of 
individual agency. To Hitler and his Minister of Propaganda, Goebbels, 
it was all-too-clear that bodies in the aggregate could be orchestrated 
by sound technology; for them, the 

Her last novel, Between the Acts, tries to counter the BBC's public 
voice by privileging the private rhythms of inner thought and reverie. 
The novel takes place in a June afternoon in 1939. A pageant stands at 
its center: villagers put on a play for the local gentry that depicts 
England's imperial history. A clock relentlessly ticks in the 
background - recalling the ticking clock of the BBC marking 
Greenwich time and presumably counting out the seconds until the 
final "act" of history: World War IL Throughout the novel, a gramo
phone plays and permutes the rhymes of British culture. As I have 
outlined in more detail elsewhere (PMLA, May 1998), the author
director, Miss La Trobe , a comic-tragic outsider figure who in some 

people were programmable automatons. 
In a diary entry in September 

1938, Woolf describes hearing Hitler 
live at the annual Nuremberg rally. Not 
understanding the words, she wrote that 
rants, howls, barks and boasts alter
nated with "cheering ruled by a stick." 
The audience was clearly being 
whipped into a frenzy of hatred against 
the hapless Czechs. Hitler's stick, 
implies Woolf, could be understood as 
a gramophone's needle or stylus that, 
penetrating domestic spaces, exploited 
the tunes of patriotism/Lebensraum in 
order to orchestrate bodies separated by 
hundreds or even thousands of miles. 

The following year, Woolf went on 
to suggest that the BBC was playing a 
similar (if less nefarious) role in 
brewing patriotism within Britain. In 
her diary entries, she increasingly 
chaffs at the way the BBC, particularly 
its political broadcasts, implicate her in 
mass emotion. Just before the war, she 
writes: "like a herd of sheep we are . .. 
One touch of the switch and we shall be 
at war" [25Aug39]. Listening to a 
broadcast by Lord Halifax, she 
complains of how "the common feeling 
covers the private." In the weeks before 
the announcement of war she is 
conscious of awaiting the "doctor's 
verdict" en masse. She and Leonard 
"stand by" [3Sept39], suspended 
between broadcasts; in these moments, 
Virginia desperately tried to hang on to 
the "pitter patter" of the mind's ideas 
which she sees as her "shot in the cause 
of freedom." Once the BBC gives the 
fatal news, she remarks that "the killing 
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Lackey, University of Saint Thomas 
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Nicoletta Pireddu, Georgetown University. 
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ways stands for Woolf herself, 
brews patriotic emotions and turns 
her audience into a herd by playing 
the military marches of the BBC 
and the songs of patriotism (Rule 
Britannia, Valiant Roderick, God 
Save the King) . We are told the 
audience members are "filings 
magnetized" on the gramophone 
record, thus governed by the needle 
or stylus, which affectively unites 
them: their bodies move as one 
(tapping fingers in time, mouthing 
words), united in the patriotic "we." 
But, just as the audience members 
are complacently ensconced in their 
identities as conquerors and British 
imperialists ("afloat" on the stream 
of the melody), Miss La Trobe 
deliberately warps the sound waves. 
The gramophone needle scrapes the 
disk before finding its proper "rut." 
It also repeatedly breaks down, 
abruptly changes tempo and 
jarringly shifts key. At the same 
time, La Trobe shows onstage the 
seedy underbelly of British imperi
alism and Victorian duty. She also 
mocks the sort of stock phrases that 
peppered Churchill's BBC speeches 
(e.g., "this Island race, this fount of 
manly heroism," etc.). At the end of 
the play, the villagers hold up 
broken mirrors that reflect back the 
audience members as "orts, scraps, 
fragments" of humanity: the same 
but different from all other orts 
("we act different parts but are the 
same") - and therefore akin to the 
Huns across the channel. An anony
mous hyper-refined BBC-type 

machine has been set in motion" and will extinguish all creative power 
[6Sept39]. In the next months, she describes "BBC-dictated emotion" 
as stultifying and chaffs at its "hero-making strain" and emotional 
falsity. Politicians mate guns and men, she writes, and mythologize the 
patriotic British-with the purpose of enlisting ever more men 
[3June40, cf 12June40]. Airmen, borne aloft on the sound waves of 
patriotism (and on Churchill's blasts of 
declarative sentences), are "whirled ... up into the sky" ["Thoughts of 
Peace in an Air Raid," 1940]. Everyone feels the same thing at the 
same time and public thinking, she writes, has become identical with 
private thinking. 

voice issues from the bushes suggesting that "we" simply do privately 
what "they" do publicly. 

Indeed, despite stark differences of class and region , all people 
listening to the radio, or "wireless" as it was then called, could be said 
to inhabit the same virtual space informed by what Woolf repeatedly 
termed "waves as rhythm." And waves, for Woolf, who had been 
reading her science (James Jeans on Einstein), were the underlying 
reality behind the surface solidity of things and people . The sound 
waves of patriotism were then, for her, the invisible strings that made 
public automatons of individuals and so unified the nation . 
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No longer a patriotic herd, the audience members become individ
uals who haltingly begin to question the difference between the mythic 
construct (Lord Reith 's culture-bearing Briton) and themselves. The 
knowledge of the difference was hardly tantamount to direct political 
action and it was obviously not going to stop Nazi soldiers from 
crossing the channel (the Woolfs, incidentally, were on the Gestapo 
list)- but, Woolf argues, it affords a bulwark against mass thinking. It 
was her "shot in the cause of freedom." With this shot, she hoped to 
avert civilization's suicide, if not her own. 

Michele Pridmore-Brown 
Scholar, Institute for Research on Women and Gender 
Stanford University 

BLOOMSBURY COLLECTIONS AT SMITH COLLEGE 

According to Mary Ellen Chase, a writer and professor of English 
at Smith College from 1926 to 1955, Virginia Woolf wrote the most 
beautiful sentence in the English language. It appears in the first 



chapter of Orlando: "Orlando's father had ridden in fields of asphodel, 
and stony fields , and fields watered by strange rivers, and they had 
struck many heads of many colours off many shoulders, and brought 
them back to hang from the rafters ." During summers Chase wrote 
novels at Windswept , her Main cottage on Petit Manan Point and spent 
the rest of the year in Northampton, Massachusetts, teaching Smith 
College women English composition using Woolf as a model. 

Sylvia Plath was one of Chase's most famous proteges. In her 
journals , Plath records a love of Woolfs luminous language and 
acknowledges that Woolfs novels "make mine possible ." In 1957, 
when Plath was completing her graduate studies at Newnham College, 
Cambridge, she purchased a battery of Woolfs novels. Her annotated 
copies of Hogarth Press uniform editions , along with 150 other 
volume s from Plath's library and four thousand pages of manuscripts, 
were purchased by Smith College in 1981 from the Plath Estate . 

In addition to creative writers , Chase also inspired students to 
become great collectors and curators. Ann Safford Mandell, a 1953 
Smith graduate and former mayor of Darien, Connecticut , launched the 
Virginia Woolf Collection at Smith by donating drafts of: 
"Reviewing" and "The Searchlight" to the rare book room in 1983. 
Mandel's most recent gift of Vanessa Bell's early watercolor design for 
the dust jacket of On Being Ill was one of fifty pieces on loan from 
Smith to supplement Yale University's recent exhibition on the Art of 
Bloomsbury at the Yale Center for British Art. 

Ruth Mortimer, another of Chase ' s students from the 1950s, was 
the curator of rare books at Smith from 197 5 until her death in 1994. 
Mortimer , an authority on illustrated French and Italian sixteenth
century books , particularly admired Woolfs foreign language skills 
and the artwork of Vanessa Bell. During her tenure as curator, 
Mortimer added Woolfs 1916 Italian notebook to the collection, along 
with Bell's original drawings for Flush and a watercolor illustrating 
"Emlycaunt," a short story by Julia Stephen. In 1990, Mortimer 
mounted a joint exhibition with the Smith College Museum of Art 
to celebrate their recent acquisition of Bell's 1912 oil painting 
Landscape with Haystack, Asheham. 

Mortimer also attracted important Bloomsbury 
collections to the rare book room, such as the library of 
Elizabeth Power Richardson , a 1943 graduate of Smith t 
and editor at McGraw-Hill. While moving from Liberia 
to Japan where her husband, W. Garland Richardson, 
was an officer in the American Foreign Service , Mrs. 
Richardson lost her initial collection of Woolf first 
editions in Yokohama Harbor when the crate containing 
her library fell off the boat. But she went on to amass 
another collection of nearly 2,000 volumes and 30 scrapbooks 
of ephemeral by and about the Bloomsbury Group, which she read 
for good company in remote postings , such as Paramaribo, Surinam. In 
true Richardson style, she annotated every book in her working library 
and indexed all the reproductions. The fruit of this extraordinary labor, 
A Bloomsbury I conography, was published by St. Paul's 
Bibliographies in 1989. Among the high spots of her collection are 
Leslie Stephen ' s photograph album, a drawing by Duncan Grant of 
Mina Kirstein Curtiss , Vanessa Bell's 1943 oil painting Onions (now in 
the Smith College Museum) , and Frederic Spott's working papers for 
the Lett ers of Leonard Woolf, including his pictures. The Mortimer 
Rare Book Room continues to add illustrative material to Richardson's 
Bloomsbury Iconography Collection with the income from an endowed 
fund bequeathed to the college with her collection in 1998. 

Anothe r important collection that Ruth Mortimer attracted to 
Smith was owned by Frances Hooper. After graduating from Smith in 
1914, Hooper became a journalist in Chicago where she read and 
parti cularly admired Woolfs essays . Hooper eventually owned her 
own successful advertising agency and with the profits from a series of 
lucrative Wrigley chewing gum ads purchased manuscripts directly 
from Leonard Woolf through booksellers Hamill & Barker. Highlights 
from Hooper's collection include the correspondence between Virginia 
Woolf and Lytton Strachey (140 letters) as well as 33 letters from 
Virginia Woolf to Katherine Mansfield and others . In addition to 
Woolfs reading notes on Roger Fry, Lawrence, and Tolstoy, among 
others, there are early drafts of "As to Criticism," "The Patron and the 
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Crocus," and "The Searchlight." Corrected English page proofs of The 
Common Reader, Orlando , and To the Lighthouse are part of the 
collection, along with uncorrected page proofs of Flush , The Waves, 
and The Years. Over 250 early editions of Woolf and Hogarth Press 
publications, formerly owned by Crosby Gaige, Lytton Strachey , Hugh 
Walpole, among others, complete the collection. Hooper bequeathed 
her collection to Smith in 1986 and hoped that it would be used to 
reach students how to write . 

Now that Woolf is taught across the curriculum at Smith and the 
college supports a major collection of manuscripts, books, and artwork, 
it is certain that the legacy begun by Mary Ellen Chase in 1926 will 
continue into the new century. Scholars are welcome to use the 
Bloomsbury and Woolf collections , by appointment, from 9 a.m. to 5 
p.m., Monday through Friday , in the Mortimer Rare Book Room. 

Karen V. Kukil, Associate Curator of Rare Books 
Smith College 
Kkukil@smith.edu 

Karen V. Kukil curates the Virginia Woolf and Sylvia Plath 
collections at Smith College and recently edited the unabridged 
Journals of Sylvia Plath, 1950-1962 for Faber and Faber in London 
and Anchor Books in New York. 
THE VIRGINIA WOOLF SOCIETY OF GREAT BRITAIN 

The Society was formed in August 1998 by a small group of like
minded friends who shared a passionate interest in Virginia Woolfs 
life and work. We found ourselves frequently bemoaning the fact that 
the US, France and Japan had all managed to form Societies and how 
disgraceful it was that the country of her birth failed to honour her 
genius in an appropriate fashion. 

So Stuart N Clarke , Sheila Wilkinson and myself formulated a 
strategy to rectify the situation while sipping refreshments in the 
Abergavenny Arms, Rodmell. We realised it would be possible to tum 

our idle thoughts into a reality if we organized ourselves properly 
and committed ourselves to copious administrative tasks. Prior 

to the 'membership recruitment drive' Paul Evans and 
Vanessa Curtis joined us and together we set out on an 

unknown path. 
We agreed to publish the Virginia Woolf Bulletin 

twice a year and planned it as a forum for all varieties 
of common reader and academ ics alike . We felt it was 
essential to have a regular British publication in which 
views on Woolf from this side of the Atlantic could be 

assembled or reported on and to which Members would 
be encouraged to contribute . We hoped it would help facili

tate the much needed dialogue in the global -community of 
Woolf studies which Jane Marcus so convincingly called for in 

her essay 'Wrapped in the Stars and Stripes: Virginia Woolf in the 
U.S.A.' (The South Carolina Review, vol. 29, no. I-Fall 1996). 

These two years have passed quickly and the Society has become 
established with 340 members from Great Britain and around the 
World. The Virginia Woolf Bulletin is now published three times per 
year and averages 80 pages each issue . We have airnnged two Woolf 
event/lecture weeks at St Ives and Cambridge, Nige l Nicolson and Sue 
Roe have spoken at Annual General Meetings and an Annual Bi11hday 
Lecture will be given each year on the Saturday nearest 25 January. 
(The first was given this year by Gillian Beer and has been published as 
a separate pamphlet; next year's is to be given by Julia Briggs.) 

We believe the Bulletin contains much to interest Members of the 
IVWS. As well as critical studies, reviews and regular features, we 
have printed fifteen previously unpublished letters from Woolf. Issue 
five (September 2000) contains Leonard Woolfs sh011 story 'Three 
Jews'-its first time in print since its appearance alongside 'The Mark 
on the Wall ' in Two Stories, published by The Hogarth Press in 1917. 

The Bulletin is issued free to Members (January, May, September) 
and will be sent by airmail abroad. Annual membership for overseas 
addresses is currently £15 per calendar year. Joining now for 2000 
would therefore entitle you to issues 3, 4 and 5; you could join for next 
year too by paying £30 and receive issues 6, 7 and 8. Payment in 
sterling is essential and you can send bills as we are unable to take 
credit card payments . Some N011h American Members have stai1ed to 
make payment via EBSCO of PO Box 1943, Birmingham, AL 35201-



1943, USA. (For assistance in USA/Canada call 1-800-841-9600 or 
e-mail: orderassist@ebsco.com). The cost in US$ is currently around 
$32.31 and includes their $6 service fee. EBSCO will forward your 
payment in sterling to us along with your details. 

Separate orders can be made to me: Virginia Woolf Bulletins 2, 3, 
4 and 5 (Issue 1 is sold out) are available at £5 each (inc. p&p). Gillian 
Beer's lecture, Wave, Atom, Dinosaur: Woolf's Science, the first 
Birthday Lecture, is also available at £5. 

Stephen Barkway 
106 Gloucester Road 
Kingston-upon-Thames 
Surrey KTJ 3QN 
UK 

Our present book review editor, Karen Levenback, asks that any book 
review queries or material be sent direct~y to her home address: 

304 Philadelphia Avenue, Takoma Park, MD 20912 

REVIEW: 
WILLIAM MORRIS TO SERGEANT PEPPER: 
STUDIES IN THE RADICAL DOMESTIC 

by Peter Stansky. Palo Alto, CA: The Society for the Promotion of 
Science & Scholarship, 1999. 352 pages. cloth $49 .40. 

The title of this essay collection reflects the wide range of histo
rian Peter Stansky's interests and opinions. The VWM must focus on 
the 70+ pages of Part Three which is devoted to Bloomsbury, but those 
of you interested in cultural studies will also enjoy his detailed analysis 
of the famous Beatles .album. Other sections are devoted to two of 
Professor Stansky's specialties: George Orwell and William Morris. 
Three essays on the (to me) new topic of Jews in England make up 
another section and the opening part dwells on the distinctions between 
history and biography, an infinitely discussable topic which Peter 
Stansky is well positioned to join. 

I am not as convinced as Stansky and his publisher that these 
various sections are joined at the hip; the "radical domestic" term, 
meant to designate a peculiarly British way of handling change, does 
not mask the ultimately miscellaneous nature of these essays and 
reviews. However, the VWM does not consider miscellaneousness a 
negative attribute, of course, and what does hold this book together is 
actually the quality of mind of the writer-witty, elegant, urbane, 
humane, knowledgeable. The "I" of the scholar himself emerges in 
such statements as "I suspect that for me the past is a sublimated 
present ... " ( 6). There is also a moving and magnanimous tribute to his 
long collaboration with the late Billy Abrahams as well as some 
settling of old scores with critics like Bernard Crick who "worries 
unduly, in an excessively literalist way, about the exact truth of 
Orwell's memories" (9). 

While recognizing the efforts taken by the author to unify these 
disparate parts, I found myself wishing that he had been clearer as to 
when and where the recycled pieces were first published. The acknowl
edgements are sketchy and the bibliography, while in itself impressive, 
does not make it easy, even with the asterisks, to track down the prove
nance of the pieces in the book. 

But to return to the topics of especial interest to VWM readers, 
Peter Stansky as an authority on William Morris has cogent comments 
in Part Two about the possible parallels among Morris, Keynes, Fry 
( and thence to Virginia Woolf), concluding: "If the revolution is in the 
domestic, the personal is political, then there is a continuum from 
Morris to Bloomsbury" (123). This essay will help me make clearer 
these continuities in teaching survey classes and in Modernism 
courses too. 

Once in the Bloomsbury section itself (I dare not call it "proper"), 
Stansky includes a rather curious essay on Virginia and Vanessa: "not 
the contrasts between the sisters in all their aspects, but rather the 
relation between the two houses, the similarities and tensions" (127-
28). He does tell us about all three of the Sussex houses, giving 
background not available elsewhere in such accessible form, but I am 
not convinced that he achieves his announced goal "to come closer to 
the lives of the two extraordinary women" (140). 
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The next essay in this section gives a recapitulation and apprecia
tion of S.P. Rosenbaum's many worthwhile contributions to our fields 
of study. There are essays on the usual suspects-Forster, Keynes, 
Leonard Woolf, and Strachey-along with a more general treatment of 
the controversial topic of the quality and quantity of books about 
Bloomsbury. Stansky fears that the attention given "this famous group 
of friends of unequal gifts" verges on voyeurism (148). Dismissing 
David Gadd's Loving Friends (now out of print) as "a useful little 
guidebook," Stansky goes on to speculate that for some writers and for 
too many readers "the Gavotte" (shifting of sexual partners and other 
such gossip) matters more than the actual works by the group, an appli
cation of the Bloomsbury emphasis on personal relations that strikes 
him as "wildly askew." However much they wanted freedom in their 
private lives, they would also have insisted upon their right to keep 
their lives private, Stansky reiterates. This essay seems to have been 
written as a cautionary corrective against a People magazine approach 
to publishing on Bloomsbury. 

My own view is that there can never be too much written on 
Woolf and on Bloomsbury. Each generation and individual have 
something new to add to our understanding and even, as I have 
described elsewhere, within one reader aspects of the works and lives 
can become significant at different times. Indeed in this very collection 
I can trace changes and developments in Stanksy's opinions as he 
responds to all those Bloomsbury books, be they "major, minor, and 
marginal" (14 7). 

For, finally, what does hold these diverse essays together is that 
the co11ection demonstrates what a long career of responsible 
researching, writing, and reviewing can do to inform and form a 
scholar's interpretations. Peter Stanksy is in a unique position to make 
an original synthesis based on a11 the work he has done, bridging 
history, biography, literature, and even the Beatles! His discussions and 
examples offers us refreshment, review, and enrichment, even if our 
readings are nuanced differently. I am glad I read it. 

J J. Wilson 
Sonoma State University 

REVIEW: 
READING ALCOHOLISMS: THEORIZING CHARACTER AND 
NARRATIVE IN SELECTED NOVELS OF THOMAS HARDY, JAMES 
JOYCE, AND VIRGINIA WOOLF 

by Jane Lilienfeld. New York: St. Martin's Press, 1999. xii+ 292 
pages. cloth $49.95. 

Since the 1977 publication of her '"The Deceptiveness of Beauty': 
Mother Love and Mother Hate in To the Lighthouse," no scholar has 
surpassed Jane Lilienfeld's ongoing contributions to our understanding 
of this central novel in Woolf studies. Thus it should come as no 
surprise that in Reading Alcoholisms: Theorizing Character and 
Narrative in Selected Novels of Thomas Hardy, James Joyce, and 
Virginia Woolf, Lilienfeld presents a method for interpreting the role of 
alcoholism and chemical addiction in literature that breaks new ground 
in both narrative theory and Woolf studies. Focusing her analysis on 
three exemplary novels-The Mayor of Casterbridge, A Portrait of the 
Artist as a Young Man, and To the Lighthouse-Lilienfeld provides 
biographical evidence of each author's experience with alcoholism or 
chemical dependence and outlines the social, historical, and political 
contexts that inform each novel and its criticism. With impressive 
breadth of knowledge, she juxtaposes the interpretive communities of 
alcoholism theory and literary theory to develop original methods for 
reading these works. In the process, Lilienfeld demythologizes the use 
and abuse of alcohol and reminds us of the lived experiences that liter
ature reflects. 

Lilienfeld situates Hardy's novel in the context of the 19th-century 
temperance movement, revealing the para11els between that 
movement's analysis of alcoholism and the contemporary biopsychoso
cial model that informs her interpretation. Challenging the conven
tional reading of Michael Henchard as a victim of fate, she argues that 
Hardy presents Henchard as a binge drinker whose pledge of absti
nence is "an action of self-acceptance and self-love" (33-34) and 
whose alcoholism "is the determining factor in his choices and 
behavior" (68). Throughout Lilienfeld reveals how Hardy's awareness 
of the relationship between late 19th-century constructs of masculinity 



and this devastating social problem shape both his plot and his narra
tive strategies. Informed by recent critical and biographical develop
ments in Joyce studies, Lilienfeld reads A Portrait as a narrative of 
"denied disclosure" that elides the devastating effect of the elder 
Joyce's drinking upon the entire family. On the one hand, such "delib
erate excision," in Lilienfeld's view , mirrors "the denial process in 
alcoholism" (I 08); at the same time these strategic narrative omissions 
enable Joyce to transform Stephen's pain into an artistic creativity that 
is his survival. Lilienfeld's brilliant interpretations of what she terms 
"textual 'blackouts"' throughout the novel reveal how "[d]rinking is a 
suppressed narrative referent that helps make sense of disparate events 
and paralipses in the text" (86). 

In her final chapter, Lilienfeld provides a multifaceted reading of 
To the Lighthouse that reformulates the concept of codependence. 
Thinking back through Woo!Ps mother, she describes how Maria 
Jackson's chronic illness and dependence on opium-derived drugs 
shaped Julia Stephen. The seeds of the codependence sown in Julia 
Stephen's childhood relationship with her mother were reinforced by 
the patriarchal expectations within her marriages. Woolf, then, models 
Mrs. Ramsay's codependence after the behavior she observed in her 
mother which becomes, in Lilienfeld's reading, "a survival strategy" 
(175). Lilienfeld embeds this theory of codependence in a feminist 
critique of Victorian domestic and imperial politics and convincingly 
suggests how To the Lighthouse anticipates current theories of 
codependence. In Lilienfeld's words, Woolf "understood that individ
uals are shaped in families that were systems of power reflecting and 
reproducing the power of the imperial state" (189). Having illustrated 
how the novel conveys codependent behavior, Lilienfeld provides a 
dazzling explication of what she refers to as the "opium narrative" 
(207-14). Through her provocative analysis of the scenes between 
Augustus Carmichael and Mrs. Ramsay, Lilienfeld shows how Woolf 
employs codependence as a narrative strategy that interrogates systems 
of domination. 

At the end of her life, Woolf expressed her own concerns about 
the effects of alcoholism, asking Octavia Wilberforce, for example, 
whether "drink in women is curable" (Haller 237 and Marder 356). At 
the same time, Woolf was creating the artist outsider, La Trobe, who, 
driven by "the horror and the terror of being alone," is last depicted in 
Between the Acts drinking whisky in a pub (211 ). In Reading 
Alcoholisms, Lilienfeld not only articulates a narrative theory with 
which to better understand this poignant final scene of La Trobe, she 
also courageously foregrounds the discussion of alcoholism to convey 
its implications for our reading as well as for our lives. 

Eileen Barrett 
California State University, Hayward 
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REVIEW: 
VIRGINIA WOOLF ICON 

by Brenda Silver. Chicago: University of Chicago Press, 2000. xx 
+ 374 pages. cloth $54. paper $19. 

Brenda Silver's Virginia Woolf Icon should be required reading 
for feminist Woolf scholars. The work, which interweaves cultural 
studies, reception theory and feminist history, is the quintessence of 
more than a decade of impeccable scholarship. Based on "case studies" 
of specific cultural moments, the text is a retrospective theorizing of 
"Woolf s elevation to transgressive cultural icon" (11) and "the 
custody battles over who gets to define her meaning" (4). Throughout 
the work, Silver, deliberately punning on the title of Edward Albee's 
play Who's Afraid of Virginia Woolf?, a text she sees as pivotal in 
Woolfs progress toward iconic status, emphasizes "the fears provoked 
by the proliferation of [Woolfs] meanings" (4). These fears are legion. 
Woolf in her various "versions" (a term that should refer readers to 
Silver's important work in textual scholarship on Woolf) arouses acute 
anxieties related to such issues as conflicting American and British 
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interpretations , the demarcations of social class, the perpetual "battle of 
the brows" (I 04), the politics of gender and sexuality, and the threats 
of "feminist and/or gay/lesbian and/or queer theory agenda[s]" (83). 

In a subtle fashion, Virginia Woolf Icon echoes both the substance 
and the tone of Three Guineas. Silver's study, like Woolfs, is a 
scathing critique of the status of women in a particular cultural period. 
Woolf in Three Guineas speaks fiom the position of a public intellec
tual; Silver too, although she affirms her association with feminist 
academic scholarship, speaks as a public intellectual in a manner 
entirely accessible to the non-academic reader. Further, like Woolf, 
Silver's rhetorical technique is steeped in irony and is deliberately 
recursive. As Silver explores the iconic representation (and appropria
tion) of Woolf, she returns again and again to the thematic query "Who 
is afraid of Virginia Woolf?" using 35 photographs (primarily of 
women and mostly of Woolf) to interrogate cultural constructions of 
the female as a site of "beauty and death." Silver's strategy of illustra
tion echoes Woolfs use in Three Guineas of five photographs (of 
famous but unidentified men) as an iconic referent to other 
photographs , photographs of the Spanish Civil War, of"ruined houses" 
and "dead bodies" that are never seen, only described in terms of the 
"horror and disgust" they arouse (TG 11, 142 ). 

The book is divided into five segments . An extended introduction, 
"The Versioning of Virginia Woolf," establishes the intricate argument 
concisely. Part 1, "Negative Encounters: the 'Intellectual' Media," is "a 
polemic on ... the self-styled 'intellectual' media" (29) which has alter
nately dismissed and appropriated Woolf. The section, which begins 
with an anecdote about Rush Limbaugh referring to Silver by name as 
a "feminazi" situates anger theoretically in relation to feminism. Silver 
directs this anger at three distinct targets . The first is Columbia 
University at a particularly incongruous moment, 1991-1992, the 
academic year that Carolyn Heilbrun resigned her position in protest 
against sexist practices in tenure and promotion, the same year film 
critic David Denby revisited the Lit Hum core curriculum of his under
graduate education, an experiment which culminated in 1996 with the 
publication of Great Books : My Adventures with Homer, Rousseau, 
Woolf, and Other Indestructible Writers of the Western World, a work 
blurbed on the publisher's website as "a liberal defending 'the canon,"' 
while Denby's reflections on his experience include a scathing 
dismissal of feminist scholarship, accusing academics of"engag [ing] in 
exploitation, expropriation, and slander" of Virginia Woolf (quoted in 
Silver 42). Silver's second mini-critique is crafted as a cultural history 
of Woolfs reception by the New York Review of Books, a publication 
systematically hostile to feminist scho larship which for years used 
Woolfs image on at -shirt as a marketing ploy . Silver's final object of 
scrutiny in this segment is the Great Books of the Western World which 
only began to incorporate women wiiters-including Woolf-in 1990. 

In Part 2, "Starring Virginia Woolf," Silver explores Woolfs 
evolution fiom acclaimed writer to cultural icon across an array of 
sites, highlighting defining moments of fame and notoriety. Woolfs 
debut as a rising star was the appearance of the Man Ray portrait on the 
cover of Time magazine featuring Woolf as author of the best-selling 
novel, The Years. Woolfs next major leap toward enduring celebrity 
was the posthumous publication of A Writer's Diary. What made 
Woolf "a household name," however , was the production of Edward 
Albee's Who's Afraid of Virginia Woolf? In the section entitled 
"Quentin Bell's Biography and Historical Products, Inc.: Family 
Portraits," Silver revisits the unresolved controversy over the Bell 
biography and offers in counterpoint a brief history of the subversive 
use of Woolf's image on t-shirts and posters to affirm feminist 
activism. In subsequent sections, including "Virginia Woolfs Face" 
and "British Graffiti, " Silver traces Woolfs progress away from her 
own identity toward iconic value. 

Part 3, "Doubled Movements," begins with a description of the 
"six-foot cardboard photo montage that joined Virginia Woolfs head 
to Marilyn Monroe's body" (237), a hybrid image that Silver links to 
the Sphinx and the Medusa, "monstrous incarnations of the feminine 
that are associated with hon'Of and death" (237). The section explores 
the feminist implications of this fusion of Woolf and Monroe. drawing 
together the threads of the argument advanced in the previous sections. 
The Afterword, "Virginia Woolf Episodes," is a numbered sequence of 
descriptions cataloging certain events, locations, sites, moments. and 



occurrences that further illustrate and validate the shifting meanings of 
the iconic and iconoclastic Woolf Silver evokes so brilliantly in this 
work. Virginia Woolf"/con is an open-ended text that in itself prolifer
ates meanings and implicitly invites readers to contribute their own 
case studies and episodes to Woolfs star status, collaborating with 
Silver (and Woolf herself) in an evolving feminist critique of culture. 

Vara Neverow 
Southern Connecticut State University 
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REVIEW: 
VIRGINIA WOOLF'S ESSAYS: SKETCHING THE PAST 

by Elena Gualtieri . New York: St. Martin's Press, 2000. 210 
pages. cloth $59.95. 

Lacking a poetics of the essay, readers of Virginia Woolf used to 
be unsure how to extract proof for an argument about her fiction, 
feminism, or modernism. But a "new critical apparatus not available to 
[Virginia Woolf] of her contemporaries" (Rosenburg 13) now allows 
us to reevaluate the essays as essays and Virginia Woolf as an essayist. 
Studying a limited number of essays, the pamphlets, the autobiograph
ical "sketches," and Orlando, Elena Gualtieri in Virginia Woolfs 
Essays: Sketching the Past considers Woolfs feminist project to write 
a literary history which would highlight the voices that literary histo
ries excluded or discounted. Working from George Lukacs and 
Theodor Adorno, Gualtieri sees the essay as a "discourse that disturbs 
established boundaries between different kinds of writing" (14) and 
which-for better or worse-is directly tied to its audience. 

Gualtieri begins by quoting Woolf from her diary: "[H]ave I the 
power of conveying the true reality? Or do I write essays about 
myself?" In five chapters she analyzes Woolfs attempts to resolve 
tensions between opposing interests: art/business; private/public; 
women writers/working women; freedom from the patriarchy/conces
sions to the marketplace; fiction/history; past/present. "ln the end 
[Gualtieri concludes], 'writing essays about oneself proved to be the 
only precarious response to the contradiction, the only form of 
synthesis available for the modernist woman writer who remains, as T. 
S. Eliot remarked in her obituary, the last of the Victorians" (145). 

Gualtieri argues in the first chapter, "Eccentric Histories," that 
Woolfs early essays mix "fictional and analytical discourse" (31) and 
that her interest in obscure, eccentric voices signals an overall reversal 
of "traditional procedures of historical research" 
(47). Next, in a reading of Woolfs essays about 
essays Gualtieri demonstrates that Woolf sought 
"an intimate kind of historiography that allowed 
her to speak of and through the gaps which narra
tive sequence had conspired to close off' (49). In 
Gualtieri 's third chapter, "Professing Literature," 
she analyzes "distancing gestures" (74) which the 
speakers employ in A Room of One's Own, 
"Professions for Women," "Memories of a 
Working Women's Guild," and Three Guineas. 
Partly because Woolf was dogged by an "unease 
toward the idea of women's paid employment," 
she managed "only a temporary and very precar
ious reconciliation to the tug of conflicting loyal
ties and divergent interests" (92). In "Sketching 
the Past, or the Fictions of Autobiography," Gualtieri defines the 
writings in Moments of Being as "sketches," and she investigates how 
Woolf created a way of writing "that has been removed from the 
demands for both historical accuracy and verisimilitude" (I I 0). The 
final chapter, "Images of History," shows that in A Room of One's Own 
Woolf attempted to reinvent historical discourse by combining fiction 
with non-fiction "as the only form of writing capable of articulating the 
truth of women's relationship to, and place in, literary history" (1 I 6). 
According to Gualtieri, Woolf did not succeed in-or did not 
complete-her attempt to write a history of English literature, but the 
essay allowed her to challenge and change tradition, using what Woolf 
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called a "shape" that lets the essayist say what she "cannot with equal 
fitness say in any other" (Woolf25). 

What I miss in Gualtieri's compact study is the dynamic dialogic 
"play" that creates Virginia Woolfs essay voice and makes her essays 
distinctive. Nevertheless, Virginia Woolf's Essays is an interesting 
addition to what Hermione Lee calls "a recent reincarnation (or 'renais
sance')" of Woolf as an essayist (Lee 91 ). Other readers may think that 
Woolf succeeded where Gualtieri doubts, but Gualtieri makes her 
points that the essay allowed Woolf freely and in her own voice(s) to 
pursue her career-long interests in sketching the past, in trying to write 
a history of English literature from the points of view of those who 
were excluded from it, and in exploring a number of unresolvable 
tensions in her work. 

Steve Ferebee 
North Carolina Wesleyan College 

Works Cited 

Lee, Hermione. "Virginia Woolf's Essays." The Cambridge Companion to Virginia Woolf 

Eds. Sue Roe and Susan Sellers. Cambridge: Cambridge University Press, 2000: 

91- 108. 

Rosenberg, Beth Carole and Jeanne Dubino. "Introduction." Virginia Woolf and the Essay. 

Eds. Rosenberg and Dubino. New York: St. Martin's Press, 1997: 1-22. 

Woolf, Virginia. The Essays ~(Virginia Woolf Ed. Andrew McNeillie. Vol. I. New York: 

Harcourt Brace Jovanovich, 1986: 24-27. 

REVIEW: 
VIRGINIA WOOLF READING THE RENAISSANCE 

Ed. Sally Greene. Athens, Ohio: Ohio University Press, 1999. xi+ 
295 pages. cloth $49.95 

Virginia Woolf Reading the Renaissance, edited by Sally Greene, 
is the first collection of essays on Woolf and the Renaissance. There 
have been other book-length studies, including, most famously, 
Virginia Woolf and the Literature al the English Renaissance by Alice 
Fox (1990), and more recent Virginia Woolf's Renaissance: Woman 
Reader or Common Reader? by Juliet Dusinberre (1997). Dusinberre's 
Virginia Woolf's Renaissance characterizes Woolf as a feminist critic 
concerned with feminist aesthetics and with the creation of a female 
literary tradition. Addressing Woolfs fiction and her common readers, 
Fox's English Renaissance highlights the pleasure Woolf took in the 
Renaissance. Focusing mostly on Woolfs fiction and A Room of One's 
Own, Greene's Reading the Renaissance is written in the tradition of 
Fox's English Renaissance. As Diane Gillespie suggests in her essay, 
Woolf felt that she had to read and write about major Renaissance 
writers on her own terms in order to be taken seriously as a writer and 

thinker. One might argue that this idea applies to 
the collection as a whole: Greene argues in her 
introduction, "Woolf needs to be reckoned, along 
with T.S. Eliot, James Joyce, W. B. Yeats, and 
Erza Pound, as a major modernist writer who 
significantly reconceived the Renaissance in the 
early twentieth century" (3). 

The four essays in the first part of the collec
tion treat the ways Woolf engaged with ideas 
from and contemporary ideas about the 
Renaissance. Notwithstanding Greene's claim 
that, "[a]s resources for the study of the historical 
Renaissance, they will not do" (1 I), some of the 
essays in this section (and the following) do 
contribute to an understanding of the Renaissance 
itself. Of special note in this regard is Anne 

Fernald's fascinating essay "The Memory Palace of Virginia Woolf." 
In her analysis of the motif of memory in A Room of One's Own, 
Fernald also elaborates on Renaissance (and Enlightenment) concep
tions of memory. 

The six essays in the second part address Woolfs textual engage
ment with specific canonical Renaissance texts and writers in her own 
fiction. Woolfian readers will not have to be familiar with the 
Renaissance to enjoy and benefit from these essays; most of them offer 
fresh readings of her novels. Lisa Low connects The Voyage Out to 
Camus, Diana Henderson Mrs. Dalloway to Cymbeline, Kelly 
Anspaugh To the Lighthouse to one of William Browne's masques, and 
Diane Gillespie The Waves to the works of Donne. The variety of 



approaches and interpretations offered by all the contributors to the 
collection reproduces the spirit of Woolfs own relationship with the 
Renaissance, an eclectic relationship characterized, as Greene notes in 
her preface (quoting Roger Fry), as a "'free translation"' (x). 

Perhaps, however, this spirit of eclecticism would have been more 
accurately reproduced if the collection had been more inclusive in two 
ways: by treating Woolfs essays more fully and by referring more 
frequently to the non-canonical texts of the Renaissance that Woolf 
delighted in. Compared to the wealth of material that appears on 
Woolfs fiction, her own essays still remain relatively unexplored. In 
her reading of the Renaissance, Woolf also, as one can see from the 
two volumes of The Common Reader alone, attempted to draw her 
readers' attention to the texts of the relatively obscure, and thus 
augment our consideration of what is worthy to be read and appreci
ated. Otherwise, Reading the Renaissance is valuable for the way it 
highlights Woolfs textual engagement with one of her favorite literary 
periods, and more generally, for the way it elaborates upon the relation
ship between a high modernist and some masterpieces of the 
Renaissance. 

Jeanne Dubino 
Plymouth State College 

REVIEW: 
VIRGINIA WOOLF'S RENAISSANCE: 
WOMAN READER OR COMMON READER? 

by Juliet Dusinberre. Iowa City: University of Iowa Press, 1997. 
288 pages. cloth $29.95. paper $14.95. 

David Perkins recently described literary history as an "impos
sible" genre, observing that its representation and explanation of the 
past can never be complete, but only partially and provisionally "fulfill 
its own intention" of plausibility (12). For the literary historian, the 
"work" always threatens to "escape" for "the work is 'something else 
than its history, the sum of its sources, influences or models'" (Barthes 
in Perkins 8, emphasis original). The formidable, ultimately irresolv
able, contradictions inherent in writing literary history may explain 
why Juliet Dusinberre's recent volume, Virginia Woolf's Renaissance: 
Woman Reader or Common Reader?, is among the first of very few 
book-length studies to interrogate the influence on Woolfs life and 
critical prose of selected Renaissance writers (anticipating Dusinberre 
there is Alice Fox's Virginia Woolf and the Literature of the English 
Renaissance, 1990, and currently there is Sally Greene's edited 
volume, Virginia Woolf: Reading the Renaissance , 1999). 

In the effort to trace the kind of alternative literary history of 
reading and writing for women that Woolf researched, read and (in the 
30s) began to draft for The Common Reader, Dusinberre examines 
essayists, lyric poets, diarists and letter-writers, most of whose work 
followed the period conventionally termed the "Renaissance." These 
originally non-canonical genres offered women and disenfranchised 
men the opportunity to find voices which, by her encounter with them, 
enabled Woolf to "reach out ... not to common readers, but women 
readers" (39). 

In Montaigne's Essays Dusinberre posits that Woolf found a genre 
newly legitimized, yet still sufficiently malleable that she (like 
Moritaigne before her) could inscribe in it her own experience of a 
fragmented psyche and a gendered body. The immersion of John 
Donne's life in "female" domesticity produced lyrics that inspired 
Woolf for their "irony, elusiveness and needling" toward patriarchy 
(93). Letters by Dorothy Osborne and Mme de Sevigne are read here as 
providing a forging ground for the novel, by enabling female writers to 
practice authorship and wield authority through a private form that 
disclaimed both (96). Pepys' diary similarly testified to changes in 
gender roles, the vicissitudes of career, marriage and mortality that 
preoccupied Woolf as woman reader and writer. In relation to such 
resistance Dusinberre identifies in each writer's life and texts, she 
strives to connect a plausible context for parallel resistance in Woolfs 
own life-her father's death and the ambivalent influence of her 
Quaker aunt; the phases of a career that spanned teaching adult educa
tion to operating her own printing press and beyond . 

The chapter on Bunyan and religious allegory is exemplary of 
Dusinberre's skill in conveying the early modem social milieu, and of 
her familiarity with each of the writers' modern critical reception. But 
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equally representative of the volume is Dusinberre's disengagement 
from the conceptual complexities inherent in positing Woolfs influ
ence by the devout Bunyan, whose allegory demonstrates a thoroughly 
active spiritual philosophy which contradicts Woolfs contemplative 
agnostism couched in her radical formal experimentation. Furthermore , 
deciding to exclude Woolfs novels from the discussion enables 
Dusinberre to focus on the critical prose , but this exclusion is costly: 
the novels represent Woolfs most imaginative and extended departure 
from masculinist literary tradition-lost material for development that 
is not successfully counterbalanced by Dusinberre's analysis of 
Woolfs fewer radical forebears in literary criticism (5). 

Perhaps most consistently troubling is Dusinberre's unclear 
negotiation between the material and the discursive in Woolfs status 
as writer and reader. In various interpretations, Dusinberre oscillates 
between asserting the symbolic conditions and concepts of an alterna
tive literary tradition (the solitude letter writers needed to write and the 
"isolation that creates that very opportunity" [111]), and the impossibly 
essentializing claim that, in her last paternal aunt, Woolf could "think 
back through" her "mother" (25), or locate corporeally a "route back 
info an ideal of wholeness" of literary reenfrachisement (192). 

Characterizing a plausible alternative literary tradition to represent 
the historical project Woolf never completed, Dusinberre's volume 
demonstrates Joan Kelly's famous contention that for women, the 
Renaissance did not occur "during the Renaissance " but after. 
Dusinberre legitimizes her claim that the period is the one Woolf 
"loved best" for shaping the "emergence of women writers and 
readers" (5). But the "how" and "why" of that claim here are only 
vaguely , sometimes contradictorily, intimated, and finally left to the 
reader. The very openness of the genre's form to facilitate Dusinberre's 
broad rendering of context simultaneously prohibits any deeply 
meaningful organization and exploration of the plurality of Woolfs 
historical influences. 

Virginia Woolf 's Renaissance: Woman Reader or Common 
Reader? advances our knowledge of specific early modem writers 
whom she read and makes a credible case for the influence they bore 
on her. But, as in other examples of the genre, Dusinberre's literary 
history shows its value more by generating work than for revisioning 
the influence of the Renaissance on Woolf; for leaving a deposit of 
"accurate information and reasonable interpretation" for the next 
literary historian to counter and synthesize, "along with the deposits of 
other previous" scholars (Perkins 15). 

Elizabeth Shih 
Unii·ersity of Toronto 
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Greetings! Time passes yet again and the IVWS has much to report of the recent 
past, the present and the future of the society. 

Recalling the I 0th Annual Conference on Virginia Woolf: It is a curious fact 
that scholars have a way of making us believe that conferences are invariably 
memorable for something very witty that was said, or for something very wise that was 
read . But they seldom spare a word for what was eaten . Here, however, I shall take the 
liberty to defy that convention and to tell you that the conference on this occasion began 
with an opening reception featuring sublime Maryland crabcakes in miniature and the 
wineglasses flushed yellow and flushed crimson until by degrees was lit, halfway down 
the spine, which is the seat of the soul,.not that hard little electric light which we call 
brilliance (though there was that') but the rich yellow flame of rational intercourse. The 
rich yellow flame stayed lit throughout the conference---which included the exquisitely 
evocative Dinner Among the Waves and a parting reception worthy of culinary rapture. 
All of the senses were delighted; all of the arts offered their wares. The visual feast 
unveiled The Waves paintings of lsota Tucker Epes and Suzanne Bellamy; drama staged 
the stunning "Staged reading of The Waves" adapted by Marjorie Lightfoot and directed 
by Alan Kreizenbeck; the art of cinema offered the provocative and haunting film, 
Charulara, by Satyajit Ray, and the vocal arts poured forth songs written and performed 
by Joyce Zymeck. Krystyna Colburn outdid herself with the silent auction and the array 
of framed photographs of Virginia to bolster the travel fund. The intellectual fare was 
no less sustaining. Susan Gubar's rollicking take-off on A Room of One's Own 
delighted the crowd. Brenda Silver's dynamic virtual hypertext talk (did she here invent 
the hypertalk?) was mind-boggling . Other papers I recall most vividly amid the flurry of 
intellectual gifting were Pierre -Eric Villeneuve's paper Orlando, elegy and self writing, 
Clifford Wulfinan on Woolf and the poetics of hypertext, Krystyna Colburn's dazzling 
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presentation on Virginia Woolf and Queen Mary's dollhouse, Diane Gillespie's rich and 
evocative paper on Woolf and Cervantes, and Suzanne Bellamy's fascinating discussion 
of her project linking Woolf and Gertrude Stein. 

Thank you, Jessica, for a feast for the body, mind and soul. 
IVWS News: Thanks to the tireless efforts of Jeanne Dubino, members of the 

IVWS will have received vast amounts of information about the past, present and future 
of Woolf studies and the society; contact her if you have lapsed in membership or wish 
to join and you too will receive the wealth of information in the newsletters, annual 
bibliography and other invaluable mailings. The most pressing concern for the IVWS 
for the fall is the upcoming vote on proposed changes to the bylaws. Information on the 
proposed changes was in the August newsletter you should have received, and the 
spring Miscellany; more information will be in the forthcoming Fall newsletter. 
Remember, too, that the IVWS will sponsor two sessions at the 2001 MLA; please 
submit your proposed topics for IVWS sessions for MLA 2001 to Vara Neverow by 
October I, 2000. 

The Future: MLA Party and Panels: First, the party: the traditional 
International Virginia Woolf Society MLA party will be hosted by Jessica Berman on 
Thursday, December 28 from 6-9 at her home at 503 East Capitol St. SE-just 5 blocks 
from the Capitol grounds . Metro: take the red line to Union Station and then catch a 
metrobus for the approximate 14 blocks from the station to the house . Bus #97 leaves 
from the drive right in front of the Union Station metro exit-bus #96 from the comer 
of I st NW and Mass . Ave. directly across the street. Both will drop you at the comer of 
6th and East Capitol SE. Call 202 -637 -7000 for metro info . Walk from Union Station: 
walk west the length of the station, then south up the hill on 1st St. NE to the capitol, then 
east on East Capitol 5 blocks to 503. Cab : approx. fare for I person, non -rush hour: $10.50 
from the hotel; $7 .50 from Union Station. 

MLA 2000 IVWS Sessions: This year, the IVWS will host two promising 
sessions, one Thursday afternoon on Woolf and religion and one Saturday morning on 
Woolf and translation. Do come' 

Future: The 11th Annual Conference on Virginia Woolf: Michael Whitworth 
will be hosting the first annual Virginia Woolf conferences to take place in Britain at the 
University of Wales Bangor, June 13- 16, 2001. For more information, please contact 
him via e-mail at woolf@bangor.ack.uk, internet at 
www .bangor.ac .uk/english/woolf.html, or call/fax UK code +1248 382102. 

Misc_ for the Miscellany: Remember the IVWS website at 
http ://www .utoronto.ca/IVWS and the business listserve for discussions at 
ivws@lists .southemct.edu 
I hope to see you at the sessions and the MLA party in Washington, D. C. 
Cheers, Leslie Kathleen Hankins, Vice-President 
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