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ABOUT GERALD DUCKWORTH: Response to John Hulcoop's 
Review (VWM No. 5) 

The review in your last issue (No. 5) of Virginia Woolf' s 
Moments of Being raises a matter which I should like to take this 
opportunity of explaining. 

Professor Hulcoop writes: ' .. . it is only fair to note, as Woolf 
does but Bell does not, that Gerald as well as George made sexual 
overtures to her when she was a child.' 

When I wrote my biography of Virginia Woolf, I relied upon a 
letter to Ethel Smyth of 12 January, 1941 in which Virginia wrote: 
'I still shiver with shame at the memory of my half-brother, 
standing me on a ledge, .. . 'etc. (see Volume I, p. 44, footnot e). I 
had no reason to connect Gerald with this kind of transaction, and 
very wrongly I assumed that George Duckworth was the half
brother in question. 

A few days after the publication of the English edition of my 
Volume I, my wife found among the Monks House papers, which 
she was sorting for Leonard Woolf's executrix, the typescript now 
published as 'A Sketch of the Past' in Moments of Being. The 
reprints of Volume I following each other very rapidly, it was only 
in the 7th reprint that I was able to insert a correction to the 
footnote on p. 44, which now incorporates the statement: 

'It was not only George's attention s which disturbed Virginia. A 
document (MH/ASa) which came to light after the first publication of 
this volume makes It clear that the half-brother here referred to was 
Gerald, not George.' 
The American one-volume edition of my biography was 

produced directly from sheets of the two English volumes as soon 
as they were available; my first knowledge of the paperback edition 
came with the complimentary copies. Thus my mistake has gone 
uncorrected in America. I should be very glad If the record could 
be set straight through the medium of the Virginia Woolf Miscellany. 

In this matter I have been guilty of making an unwarrantable 
assumption. I can only plead that I err in good company • that of 
Professor Hulcoop. 

In his review he accuses me of casting George Duckworth in 'the 
role ot sexual sea-monster'; he goes on to suggest that I am in my 
judgements unfair, unimaginative, and a 'clinical lay-psychologist'. 

The assumption here is that in the biography I have provided 
my own authorial analysis of George Duckworth 's psyche, and that 
this is expressed in terms of popularized psychology. (The fact that 
Professor Hulcoop doesn't seem to know the meaning of the word 
'clinical' and does not realise that a 'clinical lay-psychologist ' is a 
contradiction in terms makes it a little hard to restate his 
indictment in refutable language.) 

The assumption is false. Nowhere do I describe George 
Duckworth as a monster, nor is there any passage in the book from 
which it can fairly be inferred that th is was my opinion of him. I 
did say that, to his half sisters, he appearecfto be a monster and 
this I thought and still think to be a fair summary of the available 
evidence. Neither George Duckworth, nor indeed anyone else in 
the biography has been subjected to the kind of examination which 
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might be expected of a psychological clinician or of a lay
psychologist. 

I think that the reported opinions of other people may have 
been confused with my own views and that this has led Professor 
Hulcoop, and possibly other people, into error. Whether he knows 
it or not he is being a litt le unfair. Let me hasten to add that I do 
not consider him to be a monster, whatever he may think of me; 
and that if he will forgive my trespasses I will certainly forgive his. 
This is what the advertising people call a 'bargain offer'. 

Quentin Bell 
Cobbe Place, Beddlngham, Lewes, Sussex, England 

SOME SOURCES FOR BETWEEN THE ACTS 

In the 1911 section of The Years, Eleanor Pargiter pays her 
yearly visit to her brother Morris just as the village fete is 
dispersing. A pageant of English history ("Miss Green got it up") 
and a scene from "Midsummer Night? As You Like It? I forget 
which" have been performed, for the benefit of the new church 
steeple. The steeple houses the elusive white owl (the ancient 
symbol of the mother-goddess), and Eleanor thinks that the 
English "past" is always the eighteenth century, "near, domestic 
and friendly"; she has been in Greece where "one was always going 
back two thousand years";" ... she felt no affection for her native 
land •· none whatever." "Craster had won the pig," the festival's 
one surviving connect ion with the ancient religious mysteries of the 
mother-goddess. Virginia Woolf probably believed, along with her 
friend the classicist Jane Harrison, that drama.had originated In the 
worship of the mother-goddess and its festivals of the death and 
rebirth of the year. Eleanor seems to be "an old maid who washes 
and watches birds" but she is also an incarnation of an ancient 
Mother/Maid. 

In Greece her brother Edward had been "lecturing troups of 
devout school mistresses on the Acropolis;" as guardian of the 
classics he cannot even explain, later, what the chorus says in 
Antigone. In The Years Woolf attempts to write a modern Greek 
drama with the chorus merging into individual heroes and heroines; 
she dissolves the individual and the authorial voice in a collective 
voice, as if in an orator io or opera whose mythic theme is the ritual 
death and rebirth of the year. She wants to compose like a 
musician, like, in fact, her friend Ethel Smyth. At the same time 
her language stresses the violence of primeval man and family 
relations; the "cave of mud and dung" is the first theatre. 

Between the Acts grows out of all these preoccupations. As Jane 
Harrison had tried to dig back to primeval sources, beyond the 
reshaping of the goddesses accomplished by Greek patriarchal 
religion, so Woolf in Between the Acts digs up a primeval ritual 
drama in the family and the sexual act. While the village actors 
make English history live, live history is going on around them. 
Miss La Trobe realizes she has to dig further back to a primeval 
scene of the first humans, as Mrs. Swithin herself explores the 
primeval swamp of history and evolution. They arc the maid and 



mother in modern dress, the cJouble aspect of the goddess. Woolf 's 
immersion in Greek drama needs no proof. What is fascinating, 
however, is that in 1938 she was apparently considering drama
tizing The Odyssey. Sydney Saxon-Turner wrote that he remem• 
bers that Peggy Ashcroft had told someone of this project. Woolf 
replied (June, ·1938) that she was engaged with Saint-Denis on a 
highly stylized version of her favorite poem, but that all she had 
really done was to reread Samuel Butler's The Authoress of the 
Odyssey (letters in Sussex University Library). (The real incident in 
Anne Ritchie's life, when she shocked Butler by suggesting that 
Anne Hathaway wrote Shakespeare's sonnets, is delight fully 
parodied in Night and Day.) Butler said that he began his study 
"having written the libretto and much of the music for a secular 
oratorio, Ulysses," with his friend H. Festing Jones. 

Woolf was writing in the age of the English oratorio when choral 
societies were at their height. There was a desire to democratize 
music and drama and she herself in The Years composed the 
collective voice of the chorus as a radical response to the aesthetic 
problem of writing an anti-heroic but deeply historical novel. 
Realistic and mythic, the novel gives us characters and narrator 
who have a simultaneous present and past, as if the Delphic oracle, 
where Woolf found her inspiration (see A Writer's Diary and Roger 
fry) , were speaking at once in classical and demotic Greek. 

Just after sending Roger Fry to the printer, Woolf wrote to her friend 
Margaret Llewelyn Davies that her life would be per fect "if it 
weren't for the war," that Leonard and his friends were working to 
put some "brains into that fat timid sheep the labour party." She 
had become an active member of the Women's Institute "who've 
just asked me to write a play for the villagers to act. And to 
produce it myself. I should like to if I could. Oh dear how full of 
doings villages are •· and of violent quarrels and of incessant 
intrigues." She wrote that the parson 's wife was an object of ha trod 
and that she and Leonard were thought "red hot revolutionaries" 
because the Labour Party met in their dining room (letter in Sussex 
University Library, quoted courtesy of Quentin Bell and Nigel 
Nicolson). 

History as a pagent has its own history for Virginia Woolf in 
Julia Cameron's photographic pageants; in Anne Ritchie's "Sibyl" 
essays and their ability to bring extraordinary women to life for 
Woolf and to make a pagent of their lives; in Woolf's own gift fo r 
pageantry in the Dreadnought Hoax; in Freshwater; and in Leonard 
Woolf's early essay on history as a pageant, which argues that 
royalty .and servants have essentially the same views of history. The 
pageant was and is the perfect form for propaganda, for populist 
revisions of history. An amateur who aches to put herself or 
himscl f and an excluded class or sex back into history has a 
readymade form, not to mention the opportunity for the actors to 
change class or sex or leap over the centuries to the peace or the 
wars of the past. 

But the Miss La Trobes who "get up" pageants had their real 
counterparts. In England between the wars Edith Craig was famous 
for her English pageants in a barn theatre at Smallhythe where she 
had set up a memorial to her mother, the great actress Ellen Terry. 
Her biography was written by another eccentric feminist artist, 
O, ristopher St. John (who also wrote the biography of Ethel 
Smyth), and introduced by Vita Sackville-West. In 1932 Edith 
Craig and Christopher St. John reissued Ellen Terr 's Memoirs 
{first published in 1908 and certainly a source for Freshwater , in 
which Ellen Terry recalls the scene of Tennyson's The Cup (1881) 
where "the gigantic figure of the many-breasted Artemis .. . 
loomed through a blue mist ." Another member of this circle of 
bold theatrical women was Cicely Hamilton, who wrote The Old 
Vic, a tribute to Emma Cons, its founder, and Lilian Baylis, who 
brought it to fame. What these women have in common is a sort of 
swashbuckling English eccentric spinster's style. Their dashing 
unconventionality and often lonely artistic integrity suggest a 
national and universal Miss La Trobe, virginal in vision but the 

creator of a cathartic communal art form that would propitiate the 
gods of history on behalf of the human community. 

Cicely Hamilton, Edith Craig, and Christopher St. John had 
been active members of the Actresses' Franchise League and wrote 
and performed plays as propaganda for the suffrage movement. 
Cicely Hamilton's · a cant of Great Women was (next to Elizabeth 
Robins' Votes for Women! the most successful of these, although 
her Diana of Dobson 's, which combined a protest against working 
conditions for women with feminism, was a long-run West End 
success. Her Marriage as a Trade {1913) is a neglected feminist 
tract. 

Cicely Hamilton has an essay in H.G. Well 's utopian socialist 
work The Great State (London & N.Y. : Harper's, 1912), which it 
seems likely Woolf would have read; it contained an essay by Roger 
Fry on the role of the artist which closely parallels her own views. 
There Hamilton wrote, "until no compulsion, social or economic, 
drives women into marriage or prostitution, it is practically useless 
to imagine that you can really and permanently raise the level of 
the mothers of the race." She thought a sane society ought to be 
able to produce conditions that would make motherhood "a 
voluntary institut ion"; unt il then most mothers are not people, 
"merely the reproductive faculty personified." Given the preoccu• 
pation with motherhood in Virginia Woolf' s life and writing, a 
great shaft of light is shed on her final mother-figure, Isa, who is 
less a person than a myth, caught in a tangled web of sexual 
fantasy and violence, producing cannon-fodder for history's wars 
with the bed as the eternal battlefield. 

Between the Acts also calls to mind the Woolfs' friendship with 
Ocatvia Wilberforce, Woolf's last doctor, and Elizabeth Ro'bins, 
the Ibsen actress and feminist with whom Wilberforce lived. While 
the cows are present at the pageant for realistic reasons and are also 
in some sense the sacred cows of ancient goddess worship, they 
remind me of Dr. Wilberforce's prize herd at Beckscttown near 
Rodmell. Miss Robins' memoir Both Sides of the Curtain (a title 
with implications similar to Between the Acts) was given its title by 
Virginia Woolf, and she and Leonard published Robins' Ibsen and 
the Actress. Leonard Woolf tells of their friendship in his 
autobiography; some of Woolf 's earliest reviews were of Elizabeth 
Robins' novels; and Robins had known Julia Stephen, delighting 
Woolf by remembering her mother 's wicked tongue rather than her 
perfection. Woolf had planned a sketch of Octavia Wilberforce's 
life, admiring its rootedness in the English past and its sturdy 
oak-like qualities, but also the determination that led her to 
become a doctor against her father's wishes, with Elizabeth Robins 
supporting her through medical school and the residency necessari• 
ly outside of England, in Switzerland. 

Rooted as Between the Acts is in real England, real pageants and 
real eccentric artists, it recalls Woolf' s early and deep fascination 
with the pageantry of Wagnerian opera. Writing as an amateur critic 
from Bayreuth (The Times, August 21, 1909) Woolf was particular· 
ly fascinated with the audience: "During the intervals between the 
acts, when they come out into the sun, they seem oppressed with 
the desire to disburden themselves somenow of the impression they 
have received." She felt that the music was more triumphant in its 
natural setting at Bayreuth than in a London concert hall because 
of intervals spent in the natural world: 

It has been possible, during these last performances, to step out of 
the opera house and find oneself In the midst of a warm summer 
evening. From the hill above the thoator you look over a wide land, 
smooth and without hedges; It is not beautiful, but It Is very large and 
tranquil. One may sit among rows of turnips and watch a gigantic old 
woman with a blue cotto n bonnet on her head, a figure like one of 
0i.ircr's, swinging her hoc. The sun draws out strong scents from the 
hay and tho pine trees, and If one thinks at all, It is to combine the simple 
landscape with Lhe landscape of the stage. When the music Is silent the 
mind Insensibly slackens and expands, among happy surroundings; 
heat and the yellow light, and the intermitt ent but not unmusical 
noises of Insects and loaves smoo th out the folds. In the next interval, 
between seven and eight, there is anot her act out here also: It Is now 



dusky and perceptably fresher ; tho li ght Is thinner, and the roads are 
no longer crossed by regular bars of shade. The figures In light dresses, 
moving between the trees of the avenue, with depths of blue air 
behind them, have a curiously decorative effect . Finally, when the 
opera Is over, It Is qulto late, and halfway down the hill one looks 
back upon a dark tor rent of carriages descending, their lamps 
wavering one above another, like Irregular torches. 

These strange Intervals In the open air, as though a curt ain were 
regularly drawn and shut again , have no disturbing effect upon 
Parsifal at least. A bat f rom the woods circled Kundry 's head In the 
meadow, and littl e white moths dance incessantly over the footligh ts. 

With England at war with Germany and Wagner's music being 
used for Nazi propaganda, Virginia Woolf recalled her early insight 
and used a very English and deliberately remythologized natural 
setting for her exploration of the relation between the violence of 
human history and the pageant the artist makes of it, finding the 
source of history's cycles as Vico did in human sexuality, which 
perpetually acts out the war between the sexes as the first war, the 
first drama. 

REVIEW: THE LETTERS OF VIR GINIA WOOLF 
edited by Nigel Nicolson and Joanne Trautmann 

Volume I: The Flight of the Mind (1888 - 1912) 
Volume II: The Question of Things Happening (1912. 1922) 

Hogarth Press and Harcourt Brace Jovanovich 

The first two volumes of The Letters of Virginia Woolf should 
banish forever the old cliche's of the spectral ' 'invalid lady of 
Bloomsbury." In these lette rs, Woolf's spirited immersion in 
everyday life •· that side of her so often denied by literary criticism 
of the past •· cannot be separated from her explorations of the 
Imagination. 

In the first volume, appropriately titled The Flight of the Mind 
in the Hogarth edition, the letters are playful and tentative, 
trembling slightly as the young artist begins to unfold her wings. 
Throughout the second volume, Woolf is bolder and takes more 
risks; insisting on her joy in other people and in The Question of 
Things Happening (the volume's British title), she experiences what 
she calls in Mrs. Dalloway "t he positive need" of the soul "to 
brush, scrape, kindle herself, gossiping" (244). 

At the end of Volume 11, in a letter to Gerald Brennan, she 
summarizes the theme we have seen emerging. Having completed 
Jacob's Room, she vows that her fictional experiments will never 
lead her to "write a book without people in it " (11, 598). She 
argues that art is formed from human relations ("not ... by the 
relation of stone to stone," I murmer, thinking ahead to A Room 
of One's Own): " I mean, life has to be sloughed: has to be faced: to 
be rejected; then accepted on new terms with rapture. And so on, 
and so on; till you are 40, when the only problem is how to grasp it 
tighter and tighter to you, so quick it seems to slip, and so 
infinitely desireable is it" (11, 598 • 599). Now it will be difficult 
for anyone to condemn Woolf to an ivory tower after hearing her 
urge Brennan, the struggling young writer, "desert your mountain, 
take your chance, and adventure with your human faculties -· 
friendships, conversations, relations, the mere daily intercourse" 
(II, 599). 

In both volumes, friendships with women are particularly crucial. 
At first Woolf looked to these women for maternal affection; in 
the second volume she calls herself Vanessa's "firstborn" (II, 312). 

Vanessa remained important to Virginia throughout her life, and 
their letters arc wonderfully filled with gossip, banter, domestic 
details, and more serious probings of their differences in personal i• 
ty and temperament. From these letters I know why Woolf called 
this closeness in her diaries and in Mrs. Dalloway that "quality 
which could only exist between women," that special sense of 
"being in league together" (50). (In several letters to Vanessa in 
Volume 11, lines have been omitted with no editorial explanation. 
Might we have one?) The letters to Vanessa call out for her side of 
the correspondence, and I would like to see them published •• 
perhaps in a separate volume, perhaps in a volume with Violet 
Dickinson's and Vi ta Sackville-West's letters to Woolf. 

While Madge Vaughan was Woolf's first great passion, her love 
for Violet Dickinson (as revealed in Volume I) created a kind of 
private, protected space in which she could grow stronger and more 
self-confident as a woman and as a writer. Unfortunately, many 
readers have followed Nicolson's lead and found these letters, 
with their pleas fo r affection and poses of the shy animal needing 
to be petted, fatiguingly sentimental. He claims that the letters to 
Clive Bell and other men "come as a relief" because she "honed her 
wit upon their rougher texture, and gave her letters more sinew" (I, 
xx). Without these letters to Violet, however, we cannot under• 
stand the strength and resilience of the second volume nor the 
sources of Woolf's aesthetic ideas in her feelings about women. 

In her love for Violet, Woolf first came to believe that women, 
sharing special domains of experience, could plunge beneath the 
conventions of life: "Life would be so much simpler If we could 
flay the outside skin all the talk and pretences one doesn't feel, etc. 
etc. etc. ·· Thats why I get on with you isn't it?" (I, 97). She goes 
on to explain why women arc able to communicate without the 
rigidities of proper conversation: "You remember there is a very 
fine instinct wireless telepathy nothing to it ·• in women •· the 
darlings·· which fizzles up pretences, and I know what you mean 
though you don' t say it, and I hope its the same with you .. . " (I, 
98). Reading these breathless exclamations, I look ahead to the 
metaphorical filaments connecting characters in Mrs. Dalloway, to 
the intuitive understanding of Mrs. Ramsay, and to the return of 
the "Captain Self" in Orlando, "when communication is 
established there is noth ing more to be said" (314). 

Friendships with women in both volumes are the basis of 
Woolf's feminism. Nicolson docs not accept the political implica
tions of many of her attitudes and comments in the second volume 
and reasserts that she "could not take politics seriously until she 
came to write Three Guineas" (11, xvii). But she never could take 
seriously Nicolson's implied definition of politics. Three Guineas 
was written to condemn conventional party politics and any 
institution based on masculine values of hierarchy, competit ion 
and domination. As she explains in a letter to Will Arnold-Foster, 
labour party politics were "all phantasies and moonshine, only 
mudcoloured moonshine" (the line quoted by Nicolson to prove 
his point) because "Bonar Law seems to me precisely the same as 
Lloyd George ··a nd so on" (11,582 ). 

Woolf was more sympathetic towards her labour women's group 
and the Women's Co-operative Guild. One of the many pleasures of 
the second volume are her letters to Margaret Llewelyn Davies in 
which her personal affection and her respect for her Guild work are 
clear in the midst ·of shared family news. Such letters should 
compel a redefinition of politics. Feminist beliefs do not separate 
the private from the public (Woolf's great lesson in Three Guineas), 
and conventional politics and organizations too often ignore 
personal values in order to gain power and control over others. Set 
in this context, Woolf's remark to Davies about the First World 
War is not a naive avoidance of reality, but a strong, polit ical stand 
against patriarchal values: " I become steadily more feminist, owing 
to the Times, which I read at breakfast and wonder how this 
preposterous masculine fiction keeps going a day longer - without 



some vigorous young woman pulling us together and march ing 
through it ... " {II, 76). 

Woolf's letters contradict another widely he ld belief about her. 
Can anyone still cal l her passionless when she is so joyful about 
every deta il of living, when she writes so beautifully, not to 
mention comically, about them? Again, her passionate side was 
first awakened by Violet Dickinson: "It is asto nishing what depths 
-- hot volcano depths -- your finger has stirred in Sparroy -- h itherto 
entire ly quiescent" (I, 85). When Madge Vaughan and others 
accused her and her characters in The Voyage Ou t of being 
coldhearted, Woolf turned to Violet for reassurance: "Ever since 
we trod the groves together you have seen that my passion was 
for love and human ity; tho ugh it has had to kindle through depths 
of green water" (I, 379). But kindle she did, with Violet, and with 
Vita Sackville -West, whom she has just met at the close of Volume 
11. Perhaps it is fear that disallows this shape of love and refuses to 
call it passion; we can only acknowledge Woolf's own remark in 
Mrs. Dalloway : "What was this except being in love?" (51). 

In the few letters to Leonard after their marriage, Woolf 
conveys more passion than some readers are willing to grant her: 

•: .. I love you more than I have ever done since I took you into 
service" (II, 35); "My pet you would never doubt my caring for 
you if you saw me wanting to kiss you, and nuzzle you in my 
arms" (II, 44); "There's no doubt I'm ter ribly in love with you. I 
keep thinking what you're doing and have to stop -- it makes me 
want to kiss you so" (II, 90);" . .. I shall find Saxon such a stick .. . 
rafter my own passionate and ferocious and entirely adorable 
M(ongoose)" (11, 191). These letters convince me that too often we 
impose a false distinction between love and passion. 

The two volumes, carefully and intelligently edited by Nicolson 
and Trautmann, allow us to hear Woolf's voice. Through her own 
words, through the intensity and intimacy she created in her 
letters, we see her in human form, released from deserted cloisters 
and adventuring in life arou nd her. 

REVIEW: ELLEN MOERS, LITERARY WOMEN 

by Ellen Hawkes 

Boston~ . 

(Garden City, N.Y.: Doubleday, 1976} 

This is a book to which we will return again and again for 
instruction and de light, and for help in mak ing up exhilarating 
reading I ists of the works by women that our educations have 
allowed us to neglect. Perhaps its greatest contribution will be to 
strengt hen a movement already begun, the st udy of women writers 
in relation to other women, rather than securely enc ircled by their 
male peers. Some of the best work in Literary Women tells us how 
Gertrude Stein took a "female landscape" from George Eliot; how 
George Eliot valued and cor responded with Harriet Beecher Stowe · 
how Elizabeth Barrett Browning responded to the public corona'. 
tion of Mme de Stael's Corinne, and passed on, unknowingly, one 
form of the "Crown" so important to Emily Dick inson's poet ry. 
Reading the discussion of Dick inson's "I stepped from Plank to 
Plank ... About my Feet the Sea" and the apparent source of 
these lines in Aurora Leigh, "As if I led her by a narrow plank/ 
Across devouring waters, step by step," I realized that Aurora 
Leigh was very poss ibly Woolf's source for the feeling Lily Briscoe 
has about painting: "Out and out one went , further and further, 
until at last one seemed to be on a narrow plank, perfectly alone, 
over the sea." 

Ellen Moers is at her best in identifying women's concerns, 
themes, and modes of writing when, as in the cases cited above, the 
connections she makes come from actual historical links and are 
examined with some attention to nuance. Sometimes the historical 

connection is there, but important distinctions are passed over in 
the effo rt to treat several cases under a single rubric . In "Educating 
Heroin ism," for example, Moers mentions Mary Wollstonecraft's 
objection to the despotism implied in Mme de Genlis' educationa l 
princip les; but she polishes off both women, revolutionary and 
royal ist, with the comment that both shared, along with others, a 
severe didactic tone. At other times the historica l connections are 
lacking, the linkages seem arbitrary, comments lose their foc us and 
trail away into ungainly prose, and the transitions are clunky. One 
paragraph ends by tell ing us that Virginia Woolf "was a lite rary 
intellectual of the reckless Bloomsbury stamp, not a hostess in a 
drawing room. What anguish, what yearning pain are he re; what 
guilty, unrequited passion"; and the next paragraph begins, "Most 
of the passion in Willa Cather's work is in the eye of the narrator ... " 
All this is in the chapter "Educating Heroinism," a heroinism 
characterized, Moers tells us, by severity, authority, timelessness, 
isolat ion and finally its "pecu liar sexual drama," in particular 
"maternal seduction." Th is leads into a discussio n of Cather 
Colette, Woolf, and Stein, but nothing about the discussion or th~ 
definition of the topic quite convinces me that these four are being 
taken together for any reason more compelling that the proximity 
of their birth dates -- despite the maternal statuesq ue imagery 
Moers can discover in all four. Perhaps more space was needed. 

To review this book with the Miscellany in mind, one must say 
that its view of Virgin ia Woolf and her work is very peculiar. Just 
before the passage quoted above, Moers writes that Virginia Woolf 
"pared her domestic obligations down to the slatternly minimum" 
-- but what is she ta! king abo ut?" -- and wonders why there are "so 
many Mrs. Dalloways, Mrs. Ramsays, and Mrs. Ambroses in Woolf's 
fictio n." Again, the differences between Mrs. Dalloway and Mrs. 
Ramsay, and Woolf's vastly different attitudes toward each, are 
much more important than the fact that we see both women as 
hostesses; furthermore it hardly seems accurate to apply the term 
"society matron" to Mrs. Ramsey as to Mrs. Dalloway. Here also 
Moers says that "Mrs . Dalloway is the fine work it is because 
constructed entirely around an evening party." Is that what makes 
it fine? Is it constructed entirely around an evening party? Surely 
the intersection of Mrs. Dalloway and her milieu with Peter Walsh 
and . the Empire, the counterpoint of their leisured lives with the 
life, war, insanity, and suicide of England's soldier are what give 
the book its depth of mean ing. Elsewhere: why bring in Lily 
Briscoe under "Performing Heroin ism" when what defines Lily is 
precisely the struggle to paint though she can never expect the 
pub lic recognition that is the ostensib le topic of this chapter? ("It 
would be-hung in the attics, she thought; it wou ld be destroyed.") 

One could easi ly imagine from reading Literary Women that 
Ellen Moers doesn't much care for Virginia Woolf. Certain ly the 
free-spirited ce lebratory reading that went into this book does not 
seem to have inc luded a fresh view of Woolf; there is nothing on 
Woolf to compare, say, with Moers' wonderful reading of Franken
stein. Moers almost writes as if Woolf were some sort of villain in 
women's literary history; as if Woolf had raised her hand like the 
policeman in Between the Acts, and said "stop!" to the :'epic age 
of women's writing" and its social concern when she said "do not 
dream of influenc ing other people ." But this raises a question too 
comp lex to go into here. As one whose attention has been focused 
on Woolf for the last several years, I am grateful for the immense 
work and energy that has presented such a panorama of literary 
womanhood to compare hers with. Literary Women is apparently 
not the place in which Moers intended to have her full say about 
Woolf. Happily there is the upcoming Bucknell conference 
"Virginia Woolf : Perspectives on Literary Women," announced 
elsewhere in this issue, at which she can . 

Margaret Comstock 
New York University 



V;J M ANNOUNCEMENTS : 

"Virginia Woolf: Perspectives on Literary Women", is the topic for 
che Colloquium in Literature, April 8 - 9, 1977 at Bucknell 
University. 

With a framing context of recent perspectives on women writers 
generally, the conference will focus on Virginia Woolf as a writer 
and as an original theoret ician in critic ism of women's art. Speakers 
include Carolyn G. Heilbrun, Ellen Moers, Cynth ia Secor and 
Michael D. Payne. For further information, contact Colloquium 
organizers Catherine F. Smith and Philip M. With im, Department 
of English, Bucknell University, Lewisburg, Pennsylvania 17837. 

• • • ♦ ♦ • • 

While a query to Harcourt Brace Jovanovich has not produced 
quite the deta iled information about sales of Woolf's works of the 
sort that Leonard Woolf published in his autobiography, it has 
brought forth the information that "Without question, sales have 
increased substantia lly on all the titles that were pub lished before 
the Virginia Woolf revival started. But no one tit le has shown a 
greater jump than A Room of One's Own, which doubled in sales 
in 1970 and by 1975 was selling fifteen times as many copies 
annually -- from which we can safely conc lude that Virginia 
Woolf's following has a strongly feminist base." 

the 

"To say what one thought -- that was my litt le problem -- against 
the prodigious current; to find a sentence that could hold its own 
against the male flood." So Woolf wrote in a draft of the speech 
that was eventually published as "Professions for Women," and 
which led her into The Years. In double-checking the manuscript 
draft of this speech, the Bulletin of the New York Public Library 
discovered an error in a recent flyer for its forthcoming issue on 
The Years, which Miscellany readers may have received; what 
Woolf said was not "to find the substance," but, as above, "a 
sentence." 

The centerpiece of the Bulletin's special Virginia Woolf issue is 
several pages of galleys that Woolf excised from The Years just 
before publication; in addition, it includes ten art icles about The 
Years and Three Guineas. Readers may subscribe to the Bull~ 
for $12.00 per year (the current year's volume is No. 80), or order 
single copies of th is issue for $3.50 per copy; in either case 
payment should accompany the order, and the address is Readex 
Books, 101 Fifth Avenue, New York, New York 10003. 

• • ♦ ♦ • • ♦ 

Ellen Hawkes suggests that since the Woolf letters now being 
published are so rich, perhaps readers would like to write notes to 
the Miscellany commenting on what they are finding to be of 
particular interest. A medley of responses could be published in a 
future issue if this project seems feasible. 

VIOOIOIH ®00118 
5ocie~ 

Since the formation of the Virginia Woolf Society was announced 
in the last Miscellany, about 40 new members have joined, bringing 
the present membership to approximately 120. A meeting of the 
Society will be held in New York at MLA on December 27 at 4:00 
p.m. in Malmaison 7, in the Americana Hotel; all interested 
Woolfians are invited to attend. A cash bar will be held at 5:30, 
right next door at Malmaison 8 in the Americana; again, everyone 
is welcome. Information about how to join and about the present 
state of the Society may be obtained by writing to Morris Beja, 
English Department, The Ohio State University, 421 Denney Hall, 
164 West 17th Avenue, Columbus, Ohio 43210. 

TO THE READERS : 

This issue of the Miscellany appears with the sponsorship of the 
English Department of New York University, for which the 
Miscellany extends its thanks. 

Copy for the next issue should be sent to Professor Lucio Ruotolo, 
Department of English, Stanford University, Stanford, California 
94305 by March 1, 1977. As ever, the Miscellany looks to its 

readership for an exchange of views and information; contributions 
of less than 1000 works are the most welcome. 

There is no charge for the Miscellany; readers may subscribe by 
writing to Professor J .J. Wilson, Sonoma State College, Rohnert 
Park, California 94928. Donations towards the printing and 
mailing costs are cheerfully accepted. 



Monday December 27: WOOLF DAY AT MLA 

138. Special Session: Virginia Woolf: The Late Years(70:30-
7 7:45 a.m., La Loire 3, Americana}. DISCUSSION LEAD
ERS: Margaret Comstock, New York University, Madeline 
Hummel, University of California, Santa Cruz. 
I. PAPERS AND DISCUSS ION 
1. "Miss La Trobe : The Artist's Last Struggle Against Masculine 
Values ," Diane F. Gillespie, Washingto n State Univers ity (10 minutes) 

2. "Festive Comedy in Between the Acts," Judy Little, Southern 
Illinois Univers ity , Carbonda le (10 minutes) 

3. "Betwee n the Acts and the Coming of War," Alex Zwe rdling, 
University of California, Berkeley (10 minutes) 
II. BUSI NESS 

To dec ide whether the Virginia Woolf MLA Semina r shou ld app ly for 
Discussio n Group status, and, if so, to elect office rs. 

175. Special Session: Contemporary Estimates of Virginia 
Woolf (7 :00 - 2: 7 5 p.m., Regency Foyer, Americana). 
DISCUSSION LEADER: P.S. Chauhan, Beaver College. 
PAPERS TO BE DISCUSSED 

1. "Virginia Woolf and Femin ist Thought," Carolyn G. Heilbrun, 
Columb ia University 

2. "Virgi nia Woolf and Modernist Modern Fiction," Morris Beja, Ohio 
State University 

3. "Virg inia Woolf an d the Art of Lying," James Hafley, St. John's 
University 

4 . "Phi losoph ical Bases of Virginia Woolf's Criticism," Vijay Lakshmi 
Sharma, University of Rajasthan, Jaipur, India 

5. "Contemporary Critics and Virginia Woolf's Crit icism," Mark 
Go ldma n, University of Rhode Island 

VIRGINIA WOOLF MISCELLANY 
c/o Department of English 
Sonoma State Col!ege 
7807 East Cotati Avenue 
Rohnert Park, California 94928 

221. Special Session: Leonard Woolf: An Overview (2: 30 -
3:45 p.m., Vendome 7 7, Americana}. DISCUSSION LEAD
ER: Elizabeth Heine, University of Texas, San Anton io. 
PAPERS TO BE DISCUSSED 

1. "T he Jungle as t he 'Other' in Leonard Woolf's The Village in the 
Jungle," L. L. Lee, Western Washingto n State College 
2. "Reciproca l Illuminat ion: Leonard Woolf as Litera ry Essayist, " 
Beverly Ann Sch lack, New School 
3. "Leonard Woolf's Perspective on Communal Psychology and War," 
Selma Meyerow itz, Palo Alto, Californ ia 

4 . "Leonard Woolf and European Imper ialism: An Historian's View," 
William Roger Louis, University o f Texas, Austin 

284. Virginia Woolf Society (4:00 - 5: 75 p.m., Malmaison 7, 
Americana}. COORDINATOR AND PROGRAM CHAIR
MAN: Morris Beja, Ohio State University 
Topic : This will be the first offic ial meeting of the Virginia Woolf 
Society. Off icers will be elected and the goals and activ ities of the 
Society will be discussed. All interested MLA members are invited . 

And finally, the party: 
Reception to follow at 5: 30. This will be a cash bar in the Americana 
at Mo/moison 8. Nonmembers ore welcome . 
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