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TO THE READERS: 

In February we attended the wonderful world premiere of the San 
Francisco Ballet's "Death of a Moth ," inspired chiefly by Virginia 
Woolfs essay. Choreographer Val Can iparoli describes in the program 
notes his experience of seeing a moth beat its wings against a window 
and his words reminded me of our first night of residence in Monk ' s 
House in the upstairs sitting room. And it was fun to see Freshwater 
appear so centrally in the new Amanda Cross mystery, Hon est Dou_bt. 
Editing the play was my first task when we lJVed there . My only advice 
to Kate Fansler is muzzle your big dog when you come to California . 
Or did our local news story not reach the East Coast? The next editor 
of VWM will be J.J. Wilson, so send all material to her at Sonoma State 
University by September 7. 

Lucio Ruotolo 
Stanford University 

CEREMO NY IS TO BEING AS INTERRUPTION IS TO NON-BEI NG 

In A Sketch of the Past Woolf observed that authors of the genre in 
which she was presently working-the memoir-should , first and 
foremost , depict the people being memorialized. "But in fact they leave 
out the person to whom things happened. The reason is that it is so 
difficult to describe any human being. So they say: 'This is what 
happened'; but they do not say what the person was like to whom it 
happened." 1 To amend that omission , Woolf describes a series of 
recollections, beginning with a particular memory 

... of lying half asleep , half awake, in bed in the 
nursery at St. Ives. It is of hearing the waves 
breaking, one, two, one, two , and sending a splash 
of water over the beach; and then breaking, one, 
two, one, two, behind a yellow blind. It is of 
hearing the blind draw its little acorn across the 
floor as the wind blew the blind out. It is oflying 
and hearing this splash and seeing this light, and 
feeling, it is almost impossible that I should be 
here; offeeling the purest ecstasy I can conceive. 
(SP, 64-65) 

A second memory, continuing in this sensuous, almost Keatsian 
vein , "still makes me feel warm; as if everything were ripe , humming; 
sunny ; smelling so many smells at once; and all making a whole that 
even now makes me stop ... " (SP,66) In this way two different but 
complementary notes may be heard: one , the note of completeness or 
wholeness, of ontic unity and continuity ; the other, the note of cessa
tion, interruption , and discontinuity. 2 

Moment number three is manifest, not in the mode of the first 
memory , which is ecstasy, nor of the second , which is rapture , but in 
the mode of sheer existential terror . At table with family and friends, 
Woolf hears that a fellow visitor has killed himself: 

The next thing I remember is being in the garden at 
night and walking on the path by the apple tree . It 
seemed to me that the apple tree was connected 
with the horror of Mr. Valpy's suicide . I could not 
pass it. I stood there looking at the gray-green 
creases of the bark- it was a moonlit night-in a 
trance of horror. I seemed to be dragged down, 
hopelessly , into some pit of absolute despair from 
which I could not escape. My body seemed 
paralyzed. (SP, 71) 
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By the standard of those that 
precede it , this third moment
involving as it does a confrontation 
with discontinuity and demise-is 
abjectly negative . Woolfs broadest 
term for such negativity is non
being , which , among other things, 
presents the writer with a daunting 
problem of representation : for, if 
people are , as she suggest s, so very 
hard to describe , how much harder 
it must be to describe, for lack of a 
better term, "what-is-not." 
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As there exists no _pre-ordained language in which to express the 
latter , Woolf returns to the realm of recollection , registering a series of 
moments in which being and non-being are powerfully experienced: a 
walk along Mount Misery and the river , the colors of the countryside , 
the look of willow trees, the pleasure of reading Chaucer and the 
interest evoked by a memoir of Madame de la Fayette. The problem is 
that "these separate moments of being were however embedded in 
many more moments of non-being " (SP , 70), implying that if moments 
of non-being are the norm in quantitative terms , moments of being may 
be considered a norm in qualitative terms. To put it another way , there 
may be more moments of non-being by count, but moments of being 
are better and warrant description . But do they get it? 

I have already forgotten what Leonard and I talked 
about at lunch; and at tea; although it was a good 
day the goodness was embedded in a kind of 
nondescript cotton wool. This is always so. A great 
part of every day is not lived consciously . One 
walks, eats , sees things, deals with what has to be 
done; the broken vacuum cleaner , ordering dinner ; 
writing orders to Mabel ; washing , cooking dinner , 
bookbinding. When it is a bad day the proportion of 
non-being is much larger. I had a slight temperature 
last week ; almost the whole day was non-being. 
(SP, 71) 

Whether ecstatic or rapturous , being acquires , by virtue of being 
remembered, a continuity of its own . Non-being , for its part, cannot be 
described in these terms: it is not ecstatic, not rapturous , not even 
mnemonic-it shocks and scatters being; it makes moments of being 
harder for memory to capture and communicate ; and it infiltrates and 
undermines what is valuable in our institutions. 

It is to buoy being, to keep it afloat in the shoals and shallows of 
non-being, that institutions are constructed and empowered, in the 
broadest sense of both terms: within the domestic sphere , one thinks , 
for example, of the family, the town, the home, marriage, the commit
ment ceremony, or the ceremonial meal , all connecting into a collective 
continuity of beliefs and acts that just keep on keeping on. 

In To the Lighthouse and Betwe en the Acts Woolf inquires into 
ways in which being and non-being oppose one another, now in the 
form of ceremony , now in the form of interruption. It will not sound 
too simplistic, I hope, if I suggest that in this dynamic of opposition 
being is to ceremony as non-being is to interruption. 

It will surprise no one that To the Lighthous e has been selected for 
consideration if only because of the ceremonial spirit of the summer 



meal orchestrated by Mrs. Ramsay in one of the book's more familiar 
passages . As things start to converge around her, she 

seemed now for no special reason to stay there like 
a smoke, like a fume rising upwards, holding them 
safe together. Nothing need be said; nothing could 
be said. There it was all around them. It partook, 
she felt, ... of eternity; as she had already felt about 
something different once before that afternoon; 
there is a coherence in things, a stability; 
something, she meant, is immune from change and 
shines out ... in the face of the flowing, the fleeting, 
the spectral, like a ruby; so that tonight she had the 
feeling she had had once today, already, of peace, 
of rest. Of such moments, she thought, the thing is 
made that endures. 3 

While Between the Acts offers little in this mode, there are some 
important partial exceptions, such as the moment of being that Miss La 
Trobe experiences as the audience departs, or, as the gramophone 
would have it, disperses. "Now Miss La Trobe stepped from her 
hiding. Floating, and streaming, on the grass, on the gravel, still for one 
moment she held them together-the dispersing company. Hadn't she, 
then, for twenty-five minutes, made them see?" 4 When she can only 
answer in the negative, her moment of being becomes a moment of 
non-being. "It was a failure, another damned failure? As usual. Her 
vision escaped her" (BA, 98) The process inverts Mrs. Ramsay's in a 
crucial respect: For if La Trobe's moment is brief and discontinuous, 
Mrs. Ramsay's is infinitely continuous, the very embodiment of the 
thing that endures. 

In Between the Acts nothing works more against the interest of 
such enduring, whether in the form of personal vision or of institutional 
.integrity, that the technological interruption that comes, literally, from 
on high: Appealing for contributions to the pageant budget, the 
speaker, the Rev. Streatfield, experiences a sudden rupture: 

So that each ofus who has enjoyed this pageant has 
still an opp ... The words was cut in two. A zoom 
severed it. Twelve aeroplanes in perfect formation, 
like a flight of wild duck came 
overhead ... "opportunity, Mr. Streatfield continued, 
"to make a contribution" (BA, 193; cf. 200) 

A similar interruption decommissions the gramophone as it 
"gurgled Unity-Dispersity. It gurgled Un .. dis ... and ceased" (BA 201), 
Which is to say that the gramophone memorably, perhaps uniquely, 
interrupts itself. 

Meanwhile nature, for its part, provides an important complement 
to the thoughts and actions of human beings, often by way of analogy. 
Such is the episode of the snake, which cannot swallow its prey, a toad, 
which, for its part, can find no escape. "It was birth the wrong way 
round-a monstrous inversion. So, raising his foot, [Giles] stamped on 
them. The mass crushed and slithered. "The white canvas on his tennis 
shoes was bloodstained and sticky. But it was action. Action relieved 
him" (BA, 99). Woolf also portrays nature as landscape, describing the 
blazing beauty of flowers, the sweeping of swallows, or the homey 
touch of an Afghan hound. But the creatures most in tune with human 
actors, and thus with the overall ceremony of the pageant, are the 
inimitable cows, which manage somehow to progress from being mere 
spectators to being actual participants. 

Then suddenly, as the illusion petered out, the cows 
took up the burden. One had lost her calf. In the 
very nick of time she lifted her great moon-eyed 
head and bellowed. From cow to cow came the 
same yearning bellow. The whole world was filled 
with dumb yearning. It was the primeval voice 
sounding loud in the ear of the present moment. .. 

Miss La Trobe waved her hand ecstatically at 
the cows. 

"Thank heaven!" she exclaimed. (BA 140-41) 
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The cows in their own way, and Miss La Trobe in hers, would 
create the thing that endures. So in their own way did the participants 
in a Commitment Ceremony performed last summer under an Oregon 
sky. Protocol was furnished by the two principals, Susannah 
Halliburton and Heather Hiatt, and included several Commitment 
Readings. When my tum came I offered that same passage from TO the 
Lighthouse in which those moments of being that are not interrupted 
are commemorated and made enduring. 

It was precisely at that moment that an airplane started motoring 
across the sky, interrupting Woolfs words and exciting an outpouring 
of screams from the infants there assembled. Various members of the 
audience later told me they had heard scarcely a word that I said. 
Meanwhile the airplane went away, the babies lowered their decibels, 
and other speakers spoke. For a few moments one could believe after 
all, with help from Woolf and the ceremony, that the day probably did 
contain more being than non-being. 

Notes 

David Halliburton 
Stanford University 

I Virginia Woolf,A Sketch of the Past, in Moments of Being, ed. Jeanne Schulkind (New 
York: Harcourt Brace Jovanovich, 1985), p. 65, hereafter cited parenthetically as SP. 

2 Lucio Ruotolo has written a searching and far-ranging study of interruption in Woolf. See 
his The /ntern1pted Moment: A View of Virginia Woolf's Novels (Stanford: Stanford 
UP, 1986). 

3 Virginia Woolf, To the Lighthouse, 1927; rpt. (New York: Harcourt Brace Jovanovich, 
I 989), p. I 05 

4 Virginia Woolf, Between the Acts, I 94 I; rpt. (New York, I 970), p. 98; hereafter cited 
parenthetically as BA. 

NIGEL NICOLSON ADDRESSES THE SMITHSONIAN ASSOCIATES: 
"A PORTRAIT OF VIRGINIA WOOLF" 

In his front-page article in the last issue of the Virginia Woolf 
Miscellany, Craufurd Goodwin takes aim at critics and their characteri
zation of "the Bloomsbury sneer." Goodwin's report on two current 
exhibitions of Bloomsbury art and the reconsideration that followed 
them brought to mind a lecture I attended in which Nigel Nicolson 
offered a "Portrait of Virginia Woolf." On 3 October 2000, at the 
Hirshhom Museum, Smithsonian Institution, an auditorium of 250 
well-heeled, bookish Washingtonians awaited the arrival of Nigel 
Nicolson, the author of Portrait of a Marriage, a biography of his 
parents (Harold Nicolson and Vita Sackville-West) and the recently 
released Virginia Woolf (see Beth Daugherty's review in this issue of 
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nineteenth century, 
and Bloomsbury. 

VWM). The talk was advertised 
jointly as a Resident Associate 
lecture and part of the Penguin Lives 
series (which "present[s] celebrated 
biographers whose engaging views 
help to reshape our thinking about 
their famous subjects"), and 
N ico!son was represented in the 
Smithsonian Associate (the monthly 
guide) as having "spent many days 
in [Virginia Woolf's] company, 
particularly when she was writing 
Orlando." Yet Nicolson's hour-long 
lecture (followed by a book-signing), 
began more than thirty years before 
either he or his mother (identified in 
the Smithsonian Associate as 
"Woolf's intimate friend"), met 
Virginia Woolf; in fact it began with 
the Apostles at Cambridge in the 

and moved to the early twentieth century 

Goodwin sees a curious paradox in the critical disparagement of 
Bloomsbury which dates back to Wyndham Lewis and the Leavises, 
among others, especially when juxtaposed with the unabated and 
widespread interest in Bloomsbury. We can construe a curiously analo
gous paradox in Nigel Nicolson, whose lecture disparaged Woolf, 



gous paradox in Nigel Nicolson, whose lecture disparaged Woolf, 
finally to applaud her. Looking dapper and debonair, Nicolson arrived 
on time and graciously addressed the assembled group of mainly 
women (virtually no one under the age of forty, all of whom were 
casual, common readers), who chuckled appreciatively when he began 
his "portrait of Virginia Woolf" by saying that "for you [Americans], 
she's the Joan of Arc of the feminist movement," though it wasn't 
entirely clear whether the laughter that followed was elicited by the 
reference to the burning of the infidel-tumed-saint--or to feminism. 
"But," he continued, after a dramatic pause allowed the laughter to die 
down, "you give her too much credit." 

Nicolson's rhetorical strategy was clear as the lecture moved full 
circle-from taking aim at Woolf and his achievement, to concluding 
that she did have "remarkable gifts." Yet, there were proprietary, 
national issues to be addressed as well: "Our Virginia became your 
Woolf." Be that as it may, compared with the "Bloomsbury artists," 
Nicolson suggested, there was little doubt, that "Virginia" shrank in 
their shadow . Here he referred to the extraordinary achievements of 
Vanessa Bell and Duncan Grant, for example. Then there were 
Keynes's remarkable contribution to economics, Leonard Woolf's 
importance in politics, and, of 
course, E.M. Forster, who "revolu 
tionized the novel." Bloomsbury, 
Nicolson said, demonstrating his 
keen understanding of things 
American as well, was "equal to 
Jefferson in [national] impor
tance." Nicolson balanced his 
litany of the formidable achieve
ments of the rest of Bloomsbury, 
by spending time on "Virginia's 
strange failings": "She wasn't 
kind," he said, and she "was 
slightly xenophobic." (After all, he 
explained, "she had no friends who 
were not British.") And of course, he said, with eyes lowered, there 
was "her horror of patriotism" ( clearly another negative, as the audible 
though subdued tut-tutting from the audience acknowledged). 

Nicolson was at his best, I thought, when he talked about Woolf's 
visits to Knole and the attention she paid him, a young child, advising 
him to keep a diary of his observations-advice that he benefited from 
and that he follows to this day. He also was able to show slides from 
the period, many that would have been known to Woolfians (several 
from Orlando), but here he spoke with authority and admiration of 
Woolf's affection for his mother and her civility to him, notwith
standing his memory of World War II, when "Vita" was "very 
industrious" and Woolf was "very audacious, clever, and not very 
nice." Vita's background was "ancestral," Nicolson said, and Pepita, 
her ancestral grandmother, was the "Marilyn Monroe of her day." 
Virginia, on the other hand, laid claim only to an "intellectual 
background." But, he asks, rhetorically as he nears the end of his 
lecture, what does it all mean? "Virginia Woolf hanging in Barnes and 
Noble. Such was Virginia's fate." 

Craufurd Goodwin believes "that many people in our time ... find 
Bloomsbury attractive role models for life"(2) . Yet, in the end, while 
Nicolson might agree with this assessment of Bloomsbury, it would be 
disingenuous to believe he thinks as highly of Woolf. It is difficult to 
know what to make ofNicolson's final gift to the audience: playing the 
only recording of Woolf in existence, the BBC broadcast of 
"Craftsmanship" on 29 April 193 7. Curiously he had nothing to say 
about the substance, calling attention instead to the "nuanced, sing
song voice," without noting as well the acknowledged inaccuracy of 
the sound recording. Then, as a way of closing, Nigel Nicolson 
affirmed his belief that Virginia Woolf was a "genius of remarkable 
gifts." The audience applauded with enthusiasm. 

The "queue" for his signature after the lecture was long, and he 
remained for another hour, personally inscribing every book that was 
put before him. 

Karen L. Levenback 
Takoma Park, Ma1J4and 
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THE HIDDEN POETRY OF VIRGINIA WOOLF 

i 
Sections of prose that read like poetry run throughout the novels 

of Virginia Woolf starting with Jacob's Room. Did Woolf have a 
hidden aspiration to be a poet, like the imaginary figure of Judith 
Shakespeare in A Room of One's Own? A look at Judith-who goes to 
London seeking a literary career, fails, and kills herself-suggests the 
difficulties that beset a woman poet. No notable women poets appear in 
English literature until Elizabeth Barrett Browning and Christina 
Rosetti. Many women novelists, however, had become famous more 
than a century earlier. Was there still an invisible bias against women 
poets when Woolf began to write? Clearly, the road to travel was that 
of the novelist, and Woolf followed it. 

But it was not easy to destroy Judith Shakespeare, the poet within 
herself. In A Room of One's Own, Virginia Woolf envisions a potential 
creator of a "new vehicle, not necessarily in verse, for the poetry in her. 
For it is the poetry that is still denied outlet" At the end of the book she 
claims that Judith Shakespeare "still lives. She lives in you and in 
me ... the opportunity will come and the dead poet who was 
Shakespeare's sister will put on the body she has so often laid 
down ... she shall find it possible to live and write her poetry." 

The "hidden" poems which flow in and out of Woolf's fiction can 
be likened to a stream which disappears underground only to surface 
again. The poem "The Vision," for example, is excerpted from forty
five pages of the final section of To the Lighthouse, surfacing many 
times with its attendant themes, symbols, and refrains. When Woolf 
tackled The Waves, which she first envisioned as a play or a "play
poem," she made full use of the dramatic monologue in the long 
speeches of the characters. Here she comes closest to assuming the 
mantle of Judith, whose forte, like her famous brother's, was poetry for 
the stage. 

Yet as early as 1925, Woolf was aware that she was working on a 
"new vehicle ... for the poetry in her." "I have an idea that I will invent 
a new name for my books to supplant 'novel.' Elegy?" she wrote in her 
diary while first planning To the Lighthouse. That novel was not only 
an elegy for her parents but for her lost childhood. The earlier Jacob's 
Room has been called an elegy on the early death of her brother Thoby 
Stephen, who again appears as the unseen Percival in The Waves. 

Woolf's first two novels, The Voyage Out and Night and Day, 
offer little hint of the poet she would later become. But while she was 
at work on her second novel she permitted herself an excursion into a 
new mode of writing. It was a sketch called "Kew Gardens," published 
as a pamphlet in I 9 I 9, which contains a simultaneous layering of past 
and present, a rainbow of colors, unusual images such as the city 
likened to "a vast nest of Chinese boxes," discreet alliteration 
("orchids ... cranes ... crimson"), and an effort to condense conversation 
("Sugar, flour, kippers, greens/Sugar, sugar, sugar")-a poetry of sorts. 

The freedom which Woolf realized while writing "Kew Gardens" 
was too valuable to lose. Jacob's Room, published three years later, 
contains the same experimental structure, but the language is more 
sophisticated, with at times (like the description of Clara Durrant under 
the grape leaves) the piercing quality of poetry, blending the emotional 
with the pictorial. 

This combination of feeling and seeing is perhaps the most basic 
element of poetry, and every one of Woolf's novels starting with 
Jacob's Room possesses it. Mrs. Dalloway has the emotional/pictorial 
not only in three long poems but in a number of refrains which follow 
the main characters ("the leaden circles dissolved in the air," "down, 
down," "fear no more the heat o' the sun" and so forth). Elaborate 
metaphors appear, such as the image of the tower ("she had gone up 
into the tower alone and left them blackberrying in the sun") or the 
long metaphysical conceit of Peter Walsh thinking about the soul, "our 
self ... who fish -like inhabits deep seas and plies over obscurities 
threading her way between the boles of giant weeds, over sun-flickered 
spaces and on and on into gloom, cold, deep, inscrutable; suddenly she 
shoots to the surface and sports on the wind-wrinkled waves." The 
latter adds alliteration a climatic flourish: "~uddenly ~he ~hoot~ to the 
~urfafe and ~port~" and "Yt:ind-Yt:rinkled Y{aves." 

To the Lighthouse is perhaps the apex of the pictorial/emotional, 
based as it is in Woolf's memory of her childhood and narrated in part 



by Lily Briscoe, an artist who attempts to portray/release her emotions 
on canvas. Since the emotional is nearly always the personal-a 
powerful propelling force in poetry - one can chart the increase in 
Woolf's poetic method with the amount of the personal element 
present. The elegiac quality of Jacob 's Room has already been 
mentioned . Mrs. Dal/away draws on Woolfs own experience with a 
manic-depressive psychosis as portrayed by Septimus Smith. Woolf 
herself plays a minor role as Cam in To the Lighthouse. And in The 
Waves , through the character of Rhoda, Woolf comes closest to 
revealing herself. Rhoda's out-of
body experiences and disordered 
vision produce the most poetic 
passages in the novel , accurately 
mirroring not only Woolfs own 
poetic imagination, but her inner
most insecurities and dreads. 

The Years, perhaps the least 
personal of Woo!rs novels , still 
calls up emotion for time past, 
time lost. There is an echo of 
Thomas Hardy's poem "During 
Wind and Rain" with its refrain of 
"the years" in each verse and the 
alliterative phrase "the rotten rose 
is ript from the wall." More than any of her novels, The Years is filled 
with rhyme ("laughter took her and shook her"), repetition , and refrain. 
Like The Waves, each chapter begins with a poetic interlude . 

As Woolf divests herself of the personal element in her writing 
she moves toward the mythic/universal. This move was already begun 
in Mrs . Dalloway with the references to Demeter/Ceres, the Greco
Roman goddess of the harvest, connected with Clarissa. In To the 
Lighthouse, Mr. and Mrs. Ramsay embody the mythic proportions of 
the child's archetypal vision of its parents. In Orlando, the tale of the 
nearly immortal male /female poet exists on several mythic levels, 
including that of the growth and maturation of the poetic mind. 

The Waves, in which the six characters form facets of the creative 
imagination, offers, as does Orlando, still another version of the poetic 
self. Louis, representing the sense of history and time past , has a 
continuing vision of women "carrying red pitchers to the Nile." His 
childhood memory of a beast "stamping" also has mythic overtones , as 
does the scene at the dinner for Percival when Louis and Rhoda experi
ence it in terms of the mystic meal observed in the rites of Attis. 
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Rhythm in Woolfs writing is a subtle combination of cadence , 
sonority , and tempo . Syllabic patterns such as hexameters or penta
menters rarely occur. There is rather the cadence of spoken speech, rich 
in anapests( .. -) and dactyls (-.. ). In The Waves Bernard says that 
"rhythm is the main thing in writing ," and Woolf's rhythms in a 
horizontal sense carry the feeling of the author talking in a relaxed 
manner to the reader. 

But rhythm can also contain verticality- a rise and fall of conso
nant, vowel sound , and meaning , a technique which Woolf 
undoubtedly learned from Milton . Part of the passage of Eve's fall 
from grace in Paradise Lost resonates with the "d" consonant: "How 
are thou lost! how on a sudden lost,/ Qefaced , geflowereg, ang now to 
geath gevote. " In the prelude to Chapter III of The Waves, describing 
the flight of birds, Woolf uses the falling rhythm and the "d" sound to a 
different end: "And then, tiring of pursuit and flight,/ lovelily they cam 
gescenging ,/ gelicately geclining ,/ groppeg gown/ and sat silent on 
the tree ." 

The progression of vowel sounds in the Milton quotation (ii, ow, 
o) appears in Woolfs prose in many variations , such as in the above 
excerpt (eh, e, ah, ow) or in "redness gathers on the roses" (eh, a o). 
The last example uses alliteration as well as vowel progression, a 
combination which also appears in "fisherman flounder through floods" 
(Mrs. Dalloway). Sometimes alliteration combines sound with an 
audial effect, such as "reckless and random the cars race and roar" in 
which sound echoes meaning , or in the sequence of "f' sounds in 
" . . . the air seemed to become fibrous/ and to tear away from the green 
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surface/ flickering and flaming in red and yellow fibres/ like the smoky 
[Ire that roars from a bonfire ,/ Gradually the fibres ... were fused" 
(both, Waves). 

Alliteration of vowel sounds (assonance) occurs frequently in 
Woolfs work: "plgte .. .lgke," "knife .. . ice ," "bgred . .. strrught ... wgves" 
(Waves), "like a fi!nnel, like a msty pgmp" (Dal/away) , or "shrouded in 
brown holland" (Years). Alliteration of final stressed consonants , called 
consonance, also appears, sometimes as end-consonance ("issuing in 
one jet from the spout") or partial internal consonance ("all is rapt , all 
is no£1urnal.. .my senses stand ere£1" (Waves) . Or the consonance 
appears in unstressed final syllables (light rhyme) such as 
"musical. .. irrevocable . . . circles" (Dalloway). 

Woolf plays with many variations of false or slant rhyme, such as 
"folds . . . fields" (Orlando , Lighthouse) , "pools ... pillars" (Waves), or 
echo rhymes like "purple they perched " ( Waves) or 
"lillger. .. lllguish . .. antidote" (Lighthouse). Occasionally rhyme goes 
from the end of one word to the beginning of another, such as "kindle 
and illuminate" (Dalloway), or the repetition is visual only (sight 
rhyme) as in "mounds ofunmoulded shapes" (Waves). Many examples 
appear of the classic interior rhyme: "rolled round in gold," "waves 
were st~ed d~-blue ," "sparkling was darkened" (Waves), or "all 
was blowing. all was growing" (Lighthouse). End-rhymes are seen 
either as a pause in the flow of prose, or in the way in which the poems 
are arranged: "something flourished in the air ,/ something arid and 
sharp descended even there" (Lighthouse) , or "sandwich men shuffling 
and swinging .. ./ and the strange high singing / of some aeroplace 
overhe ad" (Dalloway), or giant artichokes towered among roses ;/ a 
fringed carnation flowered/ among the cabbages" (Lighthouse) . 

One aspect of rhythm remains, and that is tempo , the pace at 
which the prose proceeds, fast or slow. Woolf achieves a hurried sense 
of speed in a series of short, quick sentences (subject always followed 
by predicate) when Orlando is frantically dressing after the Queen has 
come . It is an extraordinary perform ance, the sentence structure 
drawing the reader onward with its quick bursts of energy. At other 
times , and this sense of tempo is especially true in Orlando, Woolf 
slows down the prose nearly to a stop , as in the scene of Orlando 
wandering on the moor, tripping, breaking an ankle, and preparing to 
die "as nature ' s bride ." A more unusual example of slowing down a 
sentence - accomplished with metaphor , sound, and meaning - is in 
the onomatopoetic description in The Years of the "walloping Oxford 
bells,/ turning over and over/ like slow porpoises in a sea of oil." The 
o-sound, in repetition and variation, aids in achieving the remarkable 
sense of retardation. 
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The poems in Woolfs novels wait to be discovered by artists in 
various fields , dance, painting, music, drama. In a class on Virginia 
Woolf at the University of New Mexico, a student majoring in theatre 
arts created a dance based on passages from The Waves. She selected 
two sequences which I had excerpted from Susan ' s and Jinny's 
monologues and taped them; these recordings acted as a musical score. 
The dance and recordings were mutually enhancing, bringing out the 
emotional meanings of the passages. The class intuitively understood 
what Woolf was trying to achieve with her poetic method and wished 
they had been able to see/hear this presentation at the outset of the 
course. 

But the poems themselves cannot be lifted directly from the text ; 
great care must be taken to find the "shape" of the poem. No changes in 
wording or punctuation have been made in the poems included here, 
merely excisions , in each case denoted by three dots. 

A final note : the poems lead directly to major themes and 
emotional directions within Woolf's novels and so form a key to 
meaning, especially helpful in the case of The Waves. They also show 
the manner in which Woolf develops a particular theme to a climax 
point , using a spatial and emotional movement characteristic of poetry 
rather than of prose. 

Harvena Richter 
Emeritus, University of New Mexico 
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One can't help wondering what Virginia Woolf would have 
thought of these two hybrids, the auto/biographies of Nigel Nicolson 
and Angelica Garnett. In 1927, she thought Harold Nicolson, Nigel's 
father, had "wave[d] his hand airily in a possible direction" toward a 
new biography with "his mixture of biography and autobiography, of 
fact and fiction" in Some People ("New Biography" 235). By the end 
of the book, she writes, "we realize that the figure which has been most 
completely and most subtly displayed is that of the author" (233). It is 
certainly true that Nigel Nicolson's "life" of Virginia Woolf comes 
most alive when he slips into anecdote and autobiography, and it is also 
true that he reveals more about his own point of view than hers. But, 
has he been "subtle and bold enough to present that [ ... ) perpetual 
marriage of granite and rainbow" (234-35) she had hoped the new 
biography would provide? And what would she have thought of the 
Penguin Lives series? These less-than-200-page glimpses of a famous 
person through the eyes of a contemporary famous person? Is this what 
Woolf envisioned when she imagined the Victorian heavy tomes 
reduced by half? When she asked the biographer of the future to "set 
up new heroes for our admiration" from amongst "the failures as well 
as the successes, the humble as well as the illustrious" ("Art of 
Biography" 226-27)? 

Garnett, in her modest vignettes of people and places she knew, 
avoids the overtly autobiographical statement and leaves the painful 
self-examination of Deceived with Kindness behind, yet her own angle 
of vision infuses her portrayals, acquainting us with her straightforward 
honesty and hard-won generosity. Garnett, inextricably enmeshed in 
the lives she portrays, balances clear insight with genuine affection. 
For those of us who have not read these pieces as they appeared in 
various publications, it is satisfying to experience their cumulative 
effect, moving between the present and the past, vicariously partici
pating in a world now lost, observing what seem to be our own beloved 
relatives and friends with knowing fondness rather than nostalgia. 
Nothing startles here, but much is quietly revealing. 

In "Reading Aloud," for example, we learn that Vanessa read the 
] 9th century novelists aloud to her children and that Angelica still hears 
those novelists in her mother's voice. Supposedly hating her father and 
all he stood for, Vanessa repeats one of his primary gestures and with 
the same result Virginia noted. In several of the essays we see Duncan 
Grant working his extraordinary magic; everyone forgave him every
thing in exchange for his talents, charm , and innocence. Yet we can 
also see an uncanny resemblance to Leslie Stephen; Duncan made 
Vanessa responsible for all practical and domestic details, kept her tied 
to him, and assumed she would cater to his desires. He did not throw 
temper tantrums, but his covert demands trapped and froze her just the 
same (127). For me, the most revealing statement about Vanessa and 
Duncan comes in the third "French Connection" essay, when in the 
midst of explaining Pierre Clairin's passion for the materials of art, 
Angelica writes , "They were interested certainly-but only with the 
tips of their whiskers, and had the maddeningly superior smile of those 
who have privately decided not to become involved" (92). Exactly. 

My favorite in this collection is "House Painting ," perhaps 
because it reveals more about Angelica, perhaps because she explores 
the paradox of restoring a "lived-in" house, perhaps because her vocab
ulary of color, brush strokes, and texture is so beautiful, perhaps 
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because she is often funny, perhaps because she allows herself to 
speculate about her parents' reactions to the restoration of Charleston. 
Capturing a complicated process and her own learning, it's a marvel of 
an essay. With its companion piece, "The Restoration of Charleston," it 
inspires gratitude that such caring, thoughtful people were asked "to 
devote their skills to restoring things that were never meant to be 
permanent" (116) . 

Now the sole survivor of Vanessa Bell, Angelica Garnett offers us 
the gift of her memories. From her self-conscious questions about that 
memory in "The Passage of Time" to her astute assessment of Vanessa 
at the moment of her crisis in "My Parents," from her fresh descrip
tions of all the well-known Bell/Woolf characters to her vivid 
introductions of the less well-known, from her life as a child in the 
nursery to her life as an adult woman painting the Charleston library, 
from England to France, from tantalizing glimpses of her own siblings 
to her essay about Vanessa and Virginia , Angelica writes beautifully 
and lovingly about the complexities of those around her. Her essays 
enlarge our understanding. 

In "The Art of Biography," Woolf wrote that "since we live in an 
age when a thousand cameras are pointed, by newspapers, letters, and 
diaries, at every character from every angle, [the biographer] must be 
prepared to admit contradictory versions of the same face" (226). 
Hermione Lee's biography introduced many British readers to 
American scholarship and succeeded in presenting "contradictory 
versions" of the same Woolf. Nicolson's aim, in contrast, seems to be a 
last-ditch effort to preserve the family's one-dimensional portrait, but 
coming thirty years later, some of his conclusions seem more shocking 
than the originals. The young men at Cambridge are homosexual 
because there are no girls around (23); George couldn't have made 
incestuous advances because such a conventional man "would never 
have run the risk of an incestuous and illegitimate child" (13 ); and 
abuse occurred at the hands of George Duckworth, but it's "Virginia's 
unkind account" that has "stained the reputation of that conventional 
but fundamentally decent man" (76). 

To give him credit, he does correct some misperceptions, saying 
his previous use of the word "frigid" to describe Virginia's sexuality 
was mistaken (52), poking holes in the idea that Bloomsbury was a 
mutual admiration society (38), and noting that Katherina Mansfield 
"could be as envious of Virginia as Virginia was of her" (75). And the 
stories he tells, particularly the one about Woolfs invention of a life 
story for the man sitting opposite them on the train to London, make 
the book worth reading. But for the most part, after acknowledging 
those who disagree with him and dismissing their arguments, he argues 
for putting Woolf back into all the old categories--class-bound, full of 
sex grievance, non-political, lying crazy, difficult. 

This last category ultimately becomes the most irritating, but the 
most revealing. Jacob's Room "puzzled the literary world" (79); Mrs. 
Dalloway "meant too much hard work" for many readers (96); critics 
responded favorably but cautiously to To the Lighthouse, as if they 
"felt themselves to be on trial as much as the author" (103); Orlando is 
like an impressionist picture-"you must stand back from it to grasp its 
meaning" (108); The Waves "made every reader feel inadequate" 
(117); and Woolfs message in Between the Acts "was as puzzling to 
her readers as the pageant was to its audience" (184). Though Nicolson 
quotes critics such as Arnold Bennett and Aldous Huxley to support 
some of these conclusions , one begins to suspect that his selective 
account of Woolf complex reception history reflects his own reading 
of Woolf, not the British public's. That suspicion hardens when he 
reveals his opinion that Woolf's tone in A Room of One's Own is 
"fierce beyond reasonableness" (I I 0). Or perhaps, as he notes that Vita 
"disliked its stridency" (112), Nicolson relied too much on Vita's view 
of Woolf, just as Quentin Bell relied too much on Vanessa's. 
Nicolson ' s blinders result from literal reading. The argument of Three 
Guineas is "neither sober nor rational" (158), for example, not because 
Woolf compared the British patriarch to the Fascist dictator, but 
because she herself had no reason to be aggrieved and many women of 
her generation were carving out careers of distinction. I think Nicolson 
is telling the truth when he says "I am writing the life of a woman for 
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whom I had great affection and whom I much admired" (158) . But he 
simply does not get it. 

Woolf scholarship owes Nigel Nicolson a great deal. His Portrait 
of a Marriage, candid and affectionate, prepared the way not only for 
studies of Vita and Virginia but also for lesbian readings of the life and 
work. His work, with Joanne Trautmann Banks, on the six-volume 
edition of the letters has contributed greatly to the more multi-faceted 
view of Woolf we have today. Furthermore, his memories of his young 
relationship with her are a delightful addition to our evolving picture of 
her. When scholars in the Woolf community read this biography, then, 
they can acknowledge their debt to Nicolson and smile at his stories 
while simultaneously placing his work into a much wider context: the 
numerous other biographies, the letters, the diaries, the memoirs, the 
content of all her work, the voluminous literary criticism now 
surrounding Virginia Woolf , and the cultural criticism of a book such 
as Virginia Woolf Icon. His inability to enlarge his or our vision may 
puzzle us, but we know the evidence for a wider view. We know this 
slight biography does not seriously challenge the increasingly compli 
cated Woolf who has emerged in the scholarship of the last three 
decades. But what of the many high school and undergraduate students 
for whom the Penguin Life will be an introduction to Virginia Woolf? 
And so the battle over the real Virginia Woolf continues into the next 
generation ... 

Beth Rigel Daugherty 
Otterbein College 
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REVIEW: 
VIRGINIA WOOLF IN THE AGE OF MECHANICAL REPRODUCTION 

Ed. Pamela L. Caughie. New York: Garland Press, 2000, 310 pages, 
$70.00 cloth 

Pamela Caughie's Virginia Woolf in the Age of Mechanical 
Reproduction is a smart collection of essays. It's smart not just because 
it identifies Woolf with a cultural current traditionally defined as 
masculine and to which modernism seemed to oppose. It's also smart 
because it reads Virginia Woolf through the lens of Walter Benjamin 
and Benjamin through the lens of Woolf. It therefore complicates each 
of them and the age of mechanical reproduction. It illuminates Woolf s 
negotiations with the marketplace, extends our reading of Woolf and 
our understanding of modernist narrative, provides a rich foundation 
for future research in the cultural history of sound technology, the 
gramophone, film, the telescope, the motor car, mass culture for the 
elite, and the photograph alum-and, finally, connects the age of 
Woolf and Benjamin with ours in ways that are both interesting 
and compelling. 

The opening essays by Leslie Hankins and Sonita Sarker create a 
foundation for this volume by focusing on the interconnections 
between Virginia Woolf and Walter Benjamin. Hankins maps and 
analyzes the encounters of these differently revolutionary outsiders 
with the early commodities market, particularly as they critique what 
she calls the "intellect industry" (5) from which they continually hope 
to find buyers for their own production-Woolf mainly through the 
Hogarth Press. 

Sarker argues that Woolf established an independent voice for the 
female intellectual Woolf by using and, at the same time, critiquing the 
commodity market . By founding the Hogarth Press with Leonard, 
Virginia Woolf became an "incorporated intellectual." Her "public 
limited company" took its place "against the monumental corporations 
that generate their own opposition and eventually absorb it" (39). In 
contrast to Benjamin, for whom mechanical reproduction can only 
destroy the human , Woolf understood that mechanical reproduction can 
be a help as well as a hindrance-and was a necessity . She used the 
Hogarth Press to name and describe people formed by, and resisting 
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"cultural, racial, and national epistemologies of humanness" (39) 
produced by the power structures use of technology. Therefore, if 
Woolf is an incorporated intellectual (read complicit), but she is also 
"in-corporated , that is, identifiable as an individual and fleshly body" 
doing the cultural work of human retrieval by "negotiating nostalgia" 
(59-62). As this phrase suggests, the incorporated intellectual is 
capable of not only advancing the causes of women, women's writing, 
and peace, but of being co-opted and reproducing what she negotiates 
against. Sarker concludes by focusing on problems of the in-corporated 
Woolf industry. And she provides an enabling stance and fr~mework 
that can keep us vigilant and engaged in what Susan Friedman calls 
"the geographies of encounter. " 

The second section of essays focus on a range of interrelated 
technologies. Melba Cuddy-Keane names and analyzes the ways Woolf 
narratively adapted the new sound technologies of the period and 
produced a "new aurality" (69). In doing so Cuddy-Keane establishes a 
history, a narrative nomenclature, and a theory that both enlarges the 
scope of Woolfs writing and contributes to our understanding of 
modem narrative. She focuses on such sounds as those produced by 
Big Ben in Mrs. Dalloway-the clock of Westminster, like an omnidi
rectional broadcasting tower, connecting and penetrating the separate 
lives of different individuals as they move through London-and the 
sound of the airplane, "dijfusecf' [a narrative term for its production] 
from a moving point (70), but asculized [the aural equivalent of focal
ized] from a variety of positions. She also traces the history and 
cultural consequences of radio production from the 20s to the 40s. And 
she grounds the chorus in The Waves and the even more complex 
sounds of Between the Acts in the new music that culminated in 
John Cage. 

Bonnie Kime Scott traces the history of the gramophone, illumi
nating its role in Woolfs own parlor and in the home of T. S. Eliot, 
and setting it within the framework of not only Benjamin (though 
arguing for the creative role of the consumer's use of a mechanical 
reproduction) but Derrida ("the gramophone effect" [100]) and Donna 
Haraway. She traces, analyzes, and , as a result, amplifies its role in 
Between the Acts, showing it to be more varied than recent studies 
suggest and to play a subversive role in the pageant as a commentator, 
conductor, and material object. 

Michael Tratner segues into film by asking "Why Isn't Between 
the Acts a Movie?" He traces the similarities and differences between 
Benjamin and Woolf on film as a medium to undermine fascism. But 
he also illuminates the problems such a comparison presents when he 
limits himself to the language of Woolf and Benjamin, who, 
responding to a new medium , did not yet have a language adequate to 
deal with it. The more analytically, theoretically, and historically 
sophisticated language of film studies, used consistently, could provide 
the rigor his subject requires and realize the potential of his evocative 
ideas. 

Recognizing that Virginia Woolfs short story "The Searchlight" · 
was published in the same year that Edwin Hubble discovered the 
Andromeda Nebula, a million light years beyond our galaxy and large 
enough to contain our entire universe, Holly Henry explores the inter
connections between Woolfs writings and the explosive interest in 
astronomy. She also shows how emerging telescopic technologies 
made possible alternative political and aesthetic perspectives-specifi 
cally Woolfs views and politics of war and what Henry calls her 
narrative scoping strategies. 

In 1927 Virginia and Leonard Woolf bought a car. Not only did 
this change their attitude toward the new technology, but, as Makiko 
Minow-Pinkney shows , it influenced Woolfs literal view of the world , 
her sense of her self as a fragmented subject, and the "shock experi
ence" (166) produced by one's heightened sensory perceptions on the 
city streets, which Benjamin considered the quintessential modern 
experience. Nonetheless, her attitude differed markedly from that of 
many "canonical (male) modernists of the romantic anti capitalist wing 
of modernism" (I 72). 

The third section of essays situates "Virginia Woolf on Both Sides 
of the Camera. " Jane Garrity focuses on Vogue, the first mass market 
magazine (with five international editions by 1920) marketed to a niche 
culture , for which Woolf not only wrote but posed-in a manner that 



contributed greatly to the magazine's mission of promoting an image 
of women as both independent and traditionally feminine in a way that 
identifies the advertised products with high culture. At the same time 
the photographs of Woolf established her reputation as a major 
modernist writer and identified modernism in opposition to the very 
mass culture that made it possible. Garrity broadens and complicates 
our view of both Woolf and mass culture in a brief but rich study of 
what Sonita Sarker calls an "incorporated" woman, whose writing for 
Vogue made her complicit, but it nonetheless subverted the journal's 
ideology and power. 

And Maggie Humm focuses on Woolf s photograph albums in 
Monk's House, situating them historically , explaining the value the 
photographs had in preserving relationships and maintaining a sense of 
identity in the fast-moving times, showing how Woolfs narrative 
technique in arranging the photographs could be compared to that in 
different novels, and providing a theoretical basis-( combining 
Freudian psychology, postmodern theory, feminist psychoanalytic 
theory, and photography theory) to understand this previously 
unexplored area of Woolf s artistic expression. 

Virginia Woolf and the Age of Mechanical Reproduction aptly 
concludes by connecting the old with the new. Mark Hussey compares 
the dialogic reading practices of Virginia Woolf with those of hyper
text. He builds a carefully researched and clearly explained 
conservative argument by tracing the history of hypertext and engaging 
with some of the most representative and influential-already canon
ized-advocates and critics. But I would argue that we need to move 
beyond the view that has evolved through last century's first and 
second phase of information technology, the dialogic of which was 
formed by the military-industrial complex on one hand and 60s 
radicalism on the other. Would Virginia Woolf have changed her 
attitude if she had bought a computer for the Hogarth Press, as she did 
when she bought a car? Would she have appropriated the technology as 
she did when she arranged the photographs in the Monk's House 
albums? Or developed new narrative techniques (or technologies) as 
she did when she was swept up by enthusiasm for the telescope or the 
new sound technologies? On the other hand, Hussey develops an 
argument based on Woolfs implicit reading theory and her pacifism. 
He illuminates the historical connections business, science, and war 
with the passion and eloquence that, if we recognize the need of a 
response, results in the most fitting kind of open-ended conclusion to 
Pamela Caughie's smart and well-organized collection of essays on 
Virginia Woolf. 
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REVIEW: 
THE MEASURE OF LIFE: VIRGINIA WOOLF'S 
LAST YEARS 

by Herbert Marder. Ithaca, NY: Cornell University 
Press, 2000. 418 pages. $35 cloth. 

When Herbert Marder's Feminism & Art: A Study of Virginia 
Woolf was published in 1968, feminism lacked legitimacy, Virginia 
Woolf was largely unknown, and the book was a scant 190 pages (with 
footnotes). Today, some 33 years later, Marder's The Measure of Life: 
Virginia Woolf's Last Years is introduced when, as Wayne Booth 
announced in 1989, "We are all feminists"; Virginia Woolf has been 
analyzed, deconstructed, reconstructed, loved, hated, vilified, and 
iconized ; and Marder was hard put in a scant 418 pages (with 
"sources" rather than footnotes) to measure the last decade of her life. 
In 1968, there were scant sources available and only one biography, the 
highly regarded, but today barely acknowledged The Moth and the Star 
(1955) by Aileen Pippett. Today, Virginia Woolf is a member of the 
canon and with no fewer than eleven published biographies of her (this 

-7-

the sixth since I 994 ), and what is contested is the role of the biogra
pher, a topic which, as we all know, Woolf herself spent no mean time 
in analyzing, deconstructing, and reconstructing herself. 

What is unique and worthy about Marder is that he takes the role 
of biographer personally, melding life and art, and transfiguring 
Virginia Woolfs complexity with utmost seriousness and respect. 
Marder has written a measured biography, serene, controlled, nuanced, 
the source of his title (and one of his epigraphs) taken from To the 
Lighthouse, the novel often seen as the most autobiographical of her 
novels . Concentrat ing on the years following the completion of The 
Waves, Marder offers snippets, reports, and fragments of Woolfs life 
pre-1930 on a need-to-know basis in eighteen chapters, introducing 
details when necessary to fulfill a memory or as a corrective, as in his 
lucid and full reading of the "least political animal" comment in her 
husband's autobiography (66-67). Yet, Marder credits earlier biogra
phers and scholars, including almost all of them in his bibliography 
(though not so many in the index-or cited in the text). One who is 
excluded Hermione Lee, did herself spend much of her first chapter (in 
her 894-page Virginia Woolf) trying to reconcile her own biographical 
practices with those of Woolf; however, where Lee manages her 
"biographer's journey" by looking at Woolf, sometimes confusing her 
life with those of her fictional characters (see also Mark Hussey's 
review in Woolf Studies Annual and Pierre-Eric Villeneuve's in 
Virginia Woolf Miscellany), Herbert Marder believes in a "very 
personal profession of biography," and, sees through Woolfs eyes, 
rendering the role of the biographer (in Woolfs words) "serenely 
absent-present" (2). His greatest debt is owed to those earlier biogra
phers who have been most sensitive to the older Virginia Woolf, 
Lyndall Gordon, though Virginia Woolf: A Writer's Life is cited only 
once, and to Carolyn Heilbrun, who is thanked not acknowledged here, 
but in Feminism & Art. 

This is a biography of a well-known author, written for an 
audience who knows all about her first fifty years, her irascible father, 
her incestuous half-brothers, and Bloomsbury; the Dreadnought Hoax, 
the Hogarth Press, and feminism; and, the Great War, the Russian 
Revolution, and the General Strike, few of which are found at all ( or in 
any detail) in the index. It is not about death, notwithstanding the 
central motif of suicide (which is indexed at length-under "Woolf, 
Virginia, Motifs and Themes") and the constant threat of war; rather, 
this is a book that marks the rhythm of Woolfs last years of writing 
and of living. The Measure of Life "chart[s ] the intersection between 

her personal evolution and historical events" (10), beginning 
m 1931 when, having killed the Angel in the House, 

Woolf composed The Waves, her "fictional autobiog
raphy" (19), and Flush, her "send-up of Strachey's 

biographical style," wherein she, "detecting 
smugness [took aim] at iconoclasm itself' (71). 
Marder, like Woolf, is a spectator, and as she 
sees that dictatorship is but an extension of 
domestic violence, so he shows that in 1933, 
though "war was inevitable" (107), the ascen

sion of Hitler caused "no alarm" (125). 
This is a biography about living under threat 

of war at a time when pacifism had seemingly 
become a philosophy without merit, immunity was 

ever harder to sustain, and sustained detachment was 
impossible. Marder is a biographer who walks with Woolf as 

she crosses line after line, each successive experiment in form giving 
her voice greater resonance, and her words more topical import. 
Through the thirties, as politics became more volatile, as Leonard 
reported imminent war after every committee meeting, Woolf changed 
title after title of her work in progress, until finally settling on The 
Years. Marder looks with her as she looks to her anti-fascist/anti-war 
book, whose titles varied with the winds of war , becoming finally a 
"deeply personal" book before it was published as Three Guineas in 
1939, two years after her nephew's death in the Spanish Civil War and 
two months before Britain entered World War II (253). By then, having 
spent much of the thirties discussing the merits of suicide with friends 
and family (even procuring poison through Adrian) and devising 
suicide plans, Woolf saw the urgency recede, as threat of invasion 
seemed remote, and Woolf got on with the business of writing, 
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completing Roger Fry (an "experiment in self suppression," which, 
with The Years, was an "attempt to write against the grain and a 
response to antipoetic spirit of the times" [272]) and finally her parody 
of the times, the oft-entitled, Between the Acts. Then, and in spite of 
Octavia Wilberforce's inability to connect with Virginia Woolf as a 
psychologist ( often seeming more like Dr. Holmes, as the important 
Wilberforce letters published in the appendix demonstrate), Woolf 
created a sense of calm and immunity for herself in organizing her own 
death. Certainly, it gave her a sense of control, as can be seen in the 
suicide notes she wrote to her husband and sister before she disap
peared in March 1941. Certainly, as Marder shows us, for an individual 
as complex and timeless as Woolf, choosing death is resonant. 

This is a biography that answers the question of "whether 
biography is an art, and if not, why it fails" (Woolf 222). The writing 
here is artful, the photographs well chosen (including one of Octavia 
Wilberforce "in her medical student days"), and the absence of super
scripts easeful and apt. This is a warm and sensitive biography and one 
that asks to be read over and over again. As Woolf might have said of 
this book, "Biography has never had a fairer chance of showing what it 
could do" (223). We must thank the biographer for that. 

Works Cited 

Karen L. Levenback 
Takoma Park, Maryland 

Booth, Wayne. Ethics of Fiction: On Wayne Booth's The Company We Keep. MLA 
Convention . Washington, DC. 1989. 

Hussey, Mark. Rev. of Virginia Woolf, by Hermione Lee .. .. WoolfSwdies Annual 4 ( 1998): 
195-204. 

Villeneuve, Pierre-Eric . "Some Notes on Hermione Lee's Biography of Virginia Woolf." Rev. 
of Virginia Woolf, by Hermione Lee. Virginia Woolf Miscellany 50 (Fall 1997): 8-9. 

Woolf, Virginia. "The Art of Biography_;, Collected Essays. 4. Edited by Leonard Woolf. New 
York: Harcourt , Brace & World, 1953: 221-28. 

REVIEW.: 

THE CAMBRIDGE COMPANION TO VIRGINIA WOOLF 

Eds. Sue Roe and Susan Sellers. Cambridge: Cambridge UP, 2000. 286 
pages. $37.50 cloth, $13.95 paper. 

The Cambridge Companion to Virginia Woolf leaps to the top of 
the more than thirty edited volumes of critical essays on Woolf. The 
balanced, intelligent, and sometimes major work on Woolf represented 
here is cause for celebration. This volume, edited by Sue Roe and 
Susan Sellers, consists of twelve specially commissioned essays 
covering the full range of Woolf's career, life, and legacy. These 
essays, by Susan Dick, Hermione Lee, Suzanne Raitt and other estab
lished Woolf scholars, are sophisticated but not complicated. As a 
whole, this well-conceived volume makes a great starting point for any 
reader interested-in learning more about Virginia Woolf. I learned from 
it, will use it in my undergraduate seminar, and would recommend it to 
graduate students and common readers alike. 

The collection begins with Andrew McNeillie's deft and learned 
contextualization of Woolf within Bloomsbury . From there, chapters 
discuss Woolf's early, middle and late novels, her essays, diaries and 
letters. The remaining contributions survey major critical approaches to 
Woolf: on authorship, politics, post-impressionism, modernism, 
feminism, and psychoanalysis. The essays by McNeillie, Sue Roe, and 
Michael Whitworth do an impressive job of locating Woolf within the 
diverse cultural and intellectual terrain of her day. Whitworth's discus
sion of Woolf's relation to modernism zeroes in on her debt to major 
thinkers of early modernism, her particular brand of anti-Victorianism, 
and her relationship to the city. In doing so, he situates Woolf within 
her period without attempting a comprehensive definition of it. In her 
essay, "The impact of post-impressionism" Roe writes of Woolf's 
"implicitly interrogative style of experimentation ." That description of 
Woolf's style-as complex, questioning, and committed-character
izes the volume's approach: every essay is appreciative in the best 
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sense of the word, giving Woolf credit for the full measure of her intel
ligence, and moving expertly among her texts. 

This is not to say that all the essays agree with each other, though 
mostly they do. One of the pleasures of such a well-organized volume 
is finding subtle shifts of emphasis. Thus, while Susan Dick writes of 
Woolfian realism, Julia Briggs writes of Woolfs critique of realism, 
and both Sellers and DiBattista discuss the shift from "I" to "we" over 
the course of Woolf's writing. In David Bradshaw's account, Woolf is 
a political novelist, but never a didactic one. Similarly, Laura Marcus 
revisits Alex Zwerdling and Naomi Black's competing sense of the 

intensity of Woolf's 
political engagement to 
argue for a more 
activist-but not only 
an activist-Woolf. 

As major as this 
volume is, not everyone 
is here: there's no 
contribution from 
Rachel Bowlby, Gillian 
Beer, Jane Marcus, or 
Brenda Silver. Of these, 
Beer is clearly the 
patron saint of the 
contributors: Four of 
the twelve scholars 
collected here pay 
homage to Beer's great 
essay, "The Island and 

the Aeroplane," making the skywriting scene in Mrs. Dal/away the 
central moment for cultural critics of Woolf. Nonetheless, many of 
those absent from the table of contents receive attention in Nicole 
Ward Jouve's essay on psychoanalysis and especially in Laura 
Marcus's "Woolf's feminism and feminism's Woolf." Marcus's essay, 
along with Maria DiBattista's "Virginia Woolf and the language of 
authorship" can be singled out as major contributions to Woolf scholar
ship. Marcus offers a generous and broad account of where we've 
been-from Winifred Holtby, author (in 1932!) of the first feminist 
account of Woolf to Pamela Caughie (in 1991). DiBattista's explo
ration of words, voices, and silence in Woolf s art exemplifies the best 
of where we are now, as analysts of language and culture. 
Congratulations to the authors and editors of 
this volume . 

REVIEW: 

Anne E. Fernald 
DePauw University 

NO ROOM OF THEIR OWN: ISRAELI WOMEN'S FICTION 

by Yael S. Feldman. New York: Columbia University Press, 1999. 337 
pages. $47.50 cloth, $16.50 paper. 

Although Yael S. Feldman's No Room of Their Own: Israeli 
Women's Fiction anticipated the MLA 2000 Convention by more than 
a year, anyone who attended the Woolf panel "Virginia Woolf and 
Translation" and who has not yet read her study will find it to be a 
provocative continuation of that discussion. For others, it will serve as 
a fine introduction to the topic of Woolf and translation. The assertion 
made by Walter Benjamin's in his 1926 essay, "The Task of the 
Translator," that the act of translation reveals the "suprahistorical 
kinship of languages" (74), was referred to several times by the MLA 
panelists. "The task of the translator," Benjamin says, "consists in 
finding that intended effect upon the language into which he is trans
lating which produces in it the echo of the original" (76). In light of 
Benjamin's definition of translation, we see how Feldman's work inter
prets the ways in which the translation of Woolf's oeuvre into Hebrew 



(beginning in the 1970s) has progressed as a move toward the under
standing of the "suprahistorical kinship oflanguage." 

Initially, Israeli writers and critics acclaimed Woolf as a modernist 
writer. As Feldman puts it, "the celebration of Woolf the feminist did 
not catch on in the Israeli popular imagination until the 1990s" (18). (It 
is important to note here, in terms of the Israel's rather recent 
embracing of feminism that Hebrew grammar books have no word 
equivalent to the English word "gender." Rather the word min means 
both "sex" and "gender." A few years ago, the word midgar was 
coined to mean "gender.") Feldman explains that "the shift from 
modernism to postmodernism" affected perceptions of Woolf's 
writings and led to their influence on contemporary Israeli writers. In 
particular, these writers began to hear in Woolf's later works (The 
Years, Three Guineas, Between the Acts, and "The Leaning Tower" a 
feminist-political voice that was drowned out by the German Blitz. 
Understandably, they have compared her situation to their own. In this 
way, it is not the translator per se, but the readers of the translations 
who read the "suprahistorical kinship oflanguages." 

The Israeli women writers Feldman includes-Shulamit Lapid, 
Amalia Kahana-Carmon, Shulamith Hareven, Netiva Ben Yehuda, and 
Ruth Almog-focus in their fiction on motherhood, nationalism and 
feminism, pacifism and feminism, aggression, the oedipal complex, 
madness and sanity, and Zionism. Clearly, with the exception of 
Zionism, these women have repeated Woolf's topics. What Feldman 
does is give us close readings of portions of the Israeli fiction and 
Woolf's so as to illuminate the similarities and differences each writer 
has with this influential predecessor. As Feldman says, "the most 
significant issue to 'benefit' from the Woolfian legacy is the intriguing 
relationship between feminist and nationalist ideologies" ( 19). The 
national narratives of this young country concern the marginalized 
"other" in various ways: the European versus the Sephardic Jew (the 
former attaining a high status than the latter), the Jew versus the Arab, 
and male versus female. However, Israeli women writers, Feldman 
argues, must "mask their feminist discontent" ( 19) because of 
their Zionism. 

The translation of Woolf into Hebrew has enabled Feldman to 
probe more deeply into matters concerning Woolf's writing as well as 
it has given impetus to her writing on Israeli women writers. That is 
not to say that Feldman did not read Woolf in English, but it is 
apparent that her reading of Woolf is affected by these other women's 
writings. Among the issues she tackles and to which she offers new 
insights are: distinctions between homoeroticism and androgyny (with 
a focus on Orlando and A Room of One's Own); Woolf's commitment 
to political issues (with a focus on Three Guineas); and Woolf's vision 
of her father, her mother, and motherhood itself (with a focus on To 
the Lighthouse). 

Revising the received wisdom in many instances, Feldman gives 
the reader new ways to consider Virginia Woolf and her writings and 
our own theoretical approaches. Her study is a testament to the value of 
interdisciplinary learning and pluralistic approaches to the analysis of 
fiction. While feminist theory informs No Room of Their Own: Israeli 
Women's Fiction throughout, Feldman enables the reader to view the 
texts she analyzes through the lenses of various theoretical perspectives 
-feminist, cultural, and psychoanalytic in particular. The reader learns 
not only what and how women have contributed to Israeli fiction, but 
may, in many cases, appreciate the succinct and lucid unpacking of 
contemporary theory. These gains translate into new ways to consider 
the work of Virginia Woolf. 

This book is necessarily complex. With that in mind, I assume, 
Feldman frequently refers to earlier or later discussions within the text. 
Sometimes she anticipates or recalls comments or arguments from the 
same chapter; sometimes she reminds the reader of or alerts her to 
matters in other parts of her work. Generally, this is very helpful; 
occasionally it makes the reader aware that one reading of this text may 
not be sufficient. Another wont of Feldman's is to use (!) when she is 
surprised or dismayed by something. Although once in a while a reader 
might think she overindulges in this artifice, it, like the frequent refer-
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encing, enhances the personal dimension of Feldman's voice. She 
clearly knows a great deal and cares very much about her subject. 

Linda Raphael 
George Washington University 

Work Cited 

Benjamin, Walter. "The Task of the Translator." ll/uminarions. New York: Harcourt, Brace, 
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Call for Essays 
"Virginia Woolf and the Narratives of Trauma" 

We are seeking essays for a proposed anthology, Virginia Woolf 
and the Narratives of Trauma. This anthology will advance the 
groundbreaking work on Woolf and trauma that has emerged in the last 
several years and reshaped scholarly understanding of her work. 

Grounded in the knowledge of the impact and long-term effects of 
trauma, including incest and sexual abuse, and the awareness of Woolf 
as a survivor, this anthology will include work that explores the impact 
of trauma in the broadest way. We encourage potential authors to 
consider trauma in the widest context possible. Proposed essays may 
explore the historical, social, cultural, and personal effects of trauma in 
the life and work of Virginia Woolf. · 

The many ways in which trauma survivors refract their experience 
through narrative are central to our·concems. We are seeking essays 
about Woolfs work in all genres that explore the multifaceted 
representation of human experience through the prism of current 
understanding of traumatic stress. 

Please send one copy of you submission to each editor by' 
June 30, 2001. Inquiries are welcome. 

Professor Jane Lilienfeld 
Department of English, 
Foreign Languages, and 
Philosophy 

431 MLK Building 
Lincoln University 

David Eberly 
Director of Resource Development 
John F. Kennedy School of 
Government 

79 JFK Street 
Cambridge, MA 02138 

Jefferson City, MO 65 I 02-0029 Phone: (617)495-0701 
Phone: (573) 681-5197 Fax: (617)496-4511 
Fax: (573) 681-5040 E-mail: david_eberly@harvard.edu 
E-mail: jlilienf@coin.org 

After Wales, what? California, that's what! 

Yes, you are all invited to the home of your Virginia Woolf Miscellany 
(and of the wine country too) for the 12th meeting of the 

Annual Virginia Woolf Conference. 
Sonoma State University has gladly agreed to host the meetings 

June 6--10, 2002 
and there will be treats and tours aplenty, as well as our usual 

intense meeting schedule. 

Would anyone wishing to be part if the planning committee please get 
in touch with J.J. Wilson. We do not have the Conference e-mail 

account set up yet, but you may drop her a note or telephone 
707 664-2882. 

The "theme(s)" are not yet firmed up but will consider the 
differences among the generations of Woolf readers, as well as 

Virginia Woolf and the other arts. 

This invitation is by way of advance notice and all the details will be 
included in your Fall Miscellany. 

EDITORS 
Mark Hussey, Pace University 

Lucio Ruotolo, Stanford University 
Peter Stansky, Stanford University 

J.J. Wilson, Sonoma State University 

REVIEW EDITOR 
Karen L. Levenback, George Washington University 



"Bur it was her street, this, Clarissa's; cabs were rushing round the corner, like 
water round the piers of a bridge, drawn together, it seemed to him because they bore 
people going to her party, Clarissa's party" (Mrs Dalloway 164) 

The by-laws changes proposed by the International Virginia Woolf Society 
officers all passed and the topics for the MLA 200 I convention in New Orleans were 
selected from among eleven excellent proposals in a flurry of e-mail and snail -mail 
balloting this past December. . Women Who Ran ,rith the Woolfs will be orga nized by 
Molly Hite . Her ca ll for papers specified that the panel would focus on women 
associated (intimately, professionally, as supporters, as threats) with Leonard or 
Virginia or both ( e.g. Ethel Smythe, Trekkie Parsons , the Viscontess Rhondda, Beatrice 
Webb, etc.) . Woolf And the Unsayable, organized by Diana Swanson , will explore how 
Woo lf represents the unsayable defined variously as the unspeakable , as what the 
dominant culture renders taboo or incommunicable , as experiences of the body or the 
spirit which seem beyond or before words , or as the non-human world animate or 
inanimate. Unless there is significant objection from the IVWS membership , balloting 
for the MLA 2002 convention panels will be conducted by mail or by emai l and 
completed by early December to ensure that the calls for papers are received by MLA 
before the beginning of January. To express your views on this topic , please contact any 
of the IVWS officers by mail, phone, e-mail , or post your views on the IVWS business 
listserv (do not post comments on the balloting for MLA to the VW discussion list! For 
information on how to subscribe if you are not alread y on the listserv, contact Vara 
Neverow at neverow@sou themct.edu). The by-laws changes will be posted on the 
IVWS Web site in the near future. 

The first of the three MLA 2000 International Virginia Woolf Society events was 
scheduled for the early afternoon of Thursday, December 28. As is invariably true for 
the IVWS-sponsored panel sessions at the annual MLA meetings , Virginia Woolf on 
Religious Texts and Traditions, was well-attended. Focusing on Woolfs fiction , David 
Adam s, Patricia Juliana Smith, Michael Lackey , and Lisa Low addressed a variety of 
themes , including religion and imperialism. Adams ' paper , "Virginia Woolfs 
'Reoccup ation ' of Christian Territory ," documented issues of occupation and 
appropriation and Lackey 's paper , "Virginia Woolf and Post-God Discourse," exp lored 
Woolf interest in the way that the western imperialist god-concept colonizes the other. 
Smith 's paper, "Mrs. Ramsay's Last Supper: To the Lighthouse and the Passion of the 
Female Christ" investigated Woolfs religious gender bending. Lisa Low's paper, 
"Woolf, Milton and the Revision of Christian Prophecy ," continued these themes of 
religious inquiry. We thank Celia Marsh ik for organizing this provocat ive panel. 

Later Thursday evening, the annual MLA party of the Internationa l Virginia 
Woolf Society was held in the very midst of that most contested of political spaces this 
year: Washington D.C.- as the cabs swirling around those highly disputed piers 
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brought us to Jessica Berman ' s love ly townhouse , with large windows framing the 
cityscape of streets and taxis outside. How internationa l and multi-generational the 
crowd was! The voices of Woolf scholars- among them Patricia Laurence , Richard 
Pearce , Jeanne Dubino , Melby Cuddy Keane , Karen Levenback , J.J. Wilson , and 
Yiming Ren, the ACLS visiting scholar from Shanghai Academy of Social Science, and 
others-ming led with the laughter of children - those ofMasami Usui , Jessica Berman, 
Lisa Low, and Mark Hussey - who came to the party with their parents. We savored the 
delicious and plentiful food , talked politics , fantasized of Wales, plotted panels and 
projects for the future, and kindled and illuminated in the face of the threats of blizzards 
and frost. It was a charmed evening ; many , many warm thanks to Jessica for making it 
possible . 

The Saturday , December 30th MLA session was well attended despite the dire 
weather reports and Patricia Lawrence presided over an exceptional panel , Virginia 
Woolf and Translation, which reinforced the international orbit of Woolfs writing. 
Emily Dalgamo ' s "Greek: TranslationTheory and Practice : Virginia Woolfs 
Agamemnon" revived an awarene ss ofWoolfs own fami liarity with Greek , focusing on 
Woolf s translation of "Agamemnon" and its sem iotic significance in Woolf s other 
writing . Masami Usui ' s "Japane se: Celebrating Woo lf in-an Transnational Age ," and 
Nicolette Pireddu's " Italian: Ann a Banti Translates Virginia Woolf," illustrated Woolfs 
stylistic and thematic influence on writers in Japan and Italy, and Sandra Stanley ' s 
"American Translations: Michael Cunningham ' s The Years and Virginia Woolfs Mrs. 
Dalloway, " offered "The Hours " as an intra-language form of translating "Mrs . 
Dalloway. " 

Other Woolf-related papers presented at MLA 2000 included Christy L. Bums' 
"Virginia Woolf , the Emperor of Abyssinia, and the Emergence of Primitivist 
Aesthetics " presented on Wedne sday , December 27 as part of the panel The Other 
Britain I: Late Victorian and Early Modernist Orienta/ism. Drista C. Lysack ' s '" Street 
Haunting ' : Shopping and Public Selving in Mrs. Dal/away, " was pre sented on a panel 
entitled Public Appearanc es: Modernist Women and Social Space which , unfortunate ly, 
was scheduled on Saturda y morning opposite the IVWS -sponsored panel on Woolf and 
translation. 

We want to thank all of those who renewed their IVWS memberships this past 
year. Those of you who wish to pay outstanding dues may send checks (drawn on a US 
bank) or cash (in U.S. dollars) to Jeanne Dubino, ·Department of English MSC #40, 
Plymouth State College , Plymouth , New Hampshire, 03264 , USA. 

Vara Neverow, President 
Jeanne Dubino, Secretary -Treasurer 

Leslie Hankins, Vice-President 
Krystyna Colburn, Member 
Internat ional Virginia Woolf Society 
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