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Letter from the Editor 
When J.J. Wilson asked me in late September 2001 what theme I would 
choose for the Spring issue of the Miscellany, I thought immediately of 
the horrific events of September II th, 200 I and also of the aftermath of 
those events, the launching of a "war against terrorism," a perpetual and 
undefined war, a war with no boundaries. "War, pacificism, and resis
tance, the theme I selected, is of course a recurrent motif in Woolf 
studies. It was explored a decade ago by Mark Hussey in his edited 
collection Virginia Woolf and War: Fiction, Reality, and Myth, 
published during Operation Desert Storm, and more recently by Karen 
Levenback in Woolf and the Great War. The articles submitted in 
response to this topic are diverse and range from pedagogy to a discus
sion of Vita Sackville-West's Country Notes in Wartime to reflections 
on how Robert Graves' and Siegfried Sassoon's memoirs might relate to 
Three Guineas. 

On January II th, just eleven days into the new year, Suzanne Bellamy 
wrote from Australia in a e-mail to Isota Epes, of another disaster, a 
disaster caused and deliberately aggravated by arson: "the dreadful 
bushfire crisis." In the e-mail, Suzanne recounts that, "having done all 
[she] could to protect [her] own place, water in the gutters, clearing 
small trees near to the house," she "felt so crazy that ... [she] became a 
latenight volunteer Emergency Services sandwich maker at the local 
showground where hundreds of volunteer firefighters were being fed." 
Suzanne and her neighbor Carol "declared [themselves] a Univ[ersity] 
of Mongarlowe Outreach Research Project on Food, Crisis and the 
Community, titled 'Knitting Sandwiches and Buttering Ambulances.'" 
Despite moments of levity in the face of imminent danger, Suzanne also 
speaks of the terrible, indeed unthinkable cost, noting that "animal 
losses are too great to try to take in without heartbreak." In a subsequent 
e-mail, Suzanne says: "I think a lot about the Outsiders Society, ... how 
to find places as an artist to stand and see Anonymously (like making 
sandwiches). I still feel I did the right thing after September 11th, when I 
had an opening of a print show. It seemed at first stupid to proceed and 
then it was all very clear that in the face of destruction one must create. I 
feel like we are now all living through the dark central eclipse panel of 
To the Lighthouse. Time Passes." 

Creativity in living technicolor is vividly displayed at 
<http://www.woolfconference.com/>. the website for the 2002 Virginia 
Woolf conference at Sonoma State University. Please note that if you 
register after May 6th, the registration fee goes up by $20. As President 
of the International Virginia Woolf Society, I should also remind all 
members that dues will be going up in June 2002 to $20 
($10 for those of limited means), so you should definitely 
send a check drawn on a U.S. bank 
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~ VIRGINIA WOOLF CONFERENCES ~ 
WOOLF AT SONOMA STATE UNIVERSITY: ACROSS THE 
GENERATIONS: the 12th Annual Conference on Virginia Woolf 
Plans for the 12th Annual Woolf Conference are exciting and we hope 
many Miscellany readers will be able to attend. Of the 99 paper and 
panel proposals, surprisingly few of them were on THE regular VWM 
mailing list ... 

Aside from our usual sprightly scholarly papers, there will be opportuni
ties to join in the conversation in many ways, formal and informal. Wolf 
Walks and Talks, around our beautiful campus; book discussion groups 
in the Charlie Brown Cafe or on the lawns; play readings; a chance to 
video yourselves talking individually or with others about how you 
came to read Woolf and how your views of her work have developed 
over the years; two art exhibits in our fine Art Gallery, one historical 
Bloomsbury and one contemporary take-offs on WooJfand Co. (with 
some work by our brilliant Bellamy and Epes, of course); premiere of a 
musical essay, "Inneracts," by Sarah Baker; dance presentations by 
Stephen Pelton's Dance Theatre and by Christine Renaudin from SSU; a 
"collector's exhibit in context" of materials from Krystyna Colburn and 
others in our library; the banquet featuring perhaps boeuf en daube (i f 
we can make it taste like California cuisine!); and the always fine 
readings by the Woolf Players. 

An innovation this year will be a Works-in-Progress session where 
people can get advice from published Woolf scholars on how to develop 
an idea or how to pick which scholars to read, etc. Good way to prepare 
for submission of a paper to the Smith College Conference in 2003! 

To end on an explosion of creativity, there will be a Reading by Writers 
Working Under Woolfs Spell, from no on, Sunday. And yes, there will 
be wine tours organized pre and post conference. 

We have sent out Conference Flyers to everyone on our VWM 
mailing list, but if you need any other information, please 
call us at Conference Headquarters, 707 664-2882 or 
e.mail: virginiawoolf.conference@sonoma.edu 
or see our website: www.woolfconference.com 

WOOLF IN THE REAL WORLD: 
the 13th Annual Conference on Virginia Woolf 
The 13th Annual Conference on Virginia Woolf, will be held June 5-8, 
2003 at Smith College, a private women's college located in 

Northampton, Massachusetts. The conference will focus 
on the "real world" aspects ofWoolfs life and work and 

(or U.S. dollars in cash) to Jeanne Dubino, the Secretary
Treasurer. The IVWS officers and members-at-Iarge 

Prof. Mark Hussey will edit 
the Fall 2002 Miscellany on 

the ways in which her legacy continues to engage "real 
world" issues today. Presentations may deal with the 
public dimension of Woolfs career as a writer, journalist, 
publisher, teacher, and on her relationship to activism, the 
environment, society, politics, institutions, nation, and the 
world. The Callfor Papers, available on the conference 
website, is already generating considerable interest. 
Suggested paper topics are broadly grouped under the 
following four categories: Fiction and Writing the Real 
World, Book and Body, Woolf and the Lives of Women, 
Economy and Empire. January 15, 2003 is the deadline 

for 2003-2005 will also be elected this May, so please 
send your nominations directly to me at 
Neverow@southernct.edu. 

It has been a delight and a privilege to be the guest editor 
of this issue of the Virginia Woolf Miscellany. I do hope 
that you enjoy the reviews, the articles, and the tempting 
descriptions of upcoming Woolf conferences. 

Vara Neverow 
President, International Virginia Woolf Society 
Southern Connecticut State University 

the non-theme of 
"hurray for miscellany." 
Send any queries or short 
pieces to him in plenty of 

time for his early September 
deadline at Pace University, 
One Pace Plaza, New York, 

NY 10038, or e-mail, 
mhussey@pace.edu. 
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Plenary speakers at the conference will include Victorian scholar and 
president of Smith College, Carol T. Christ, women's historian Jill Ker 
Conway, Hermione Lee, Frances Spalding, Gretchen Gerzina, and 
Carolyn Heilbrun. Some of the concurrent panels will be devoted to the 
material reality of printing, publishing and editing; writing and women's 
history; teaching with primary and electronic resources; Bloomsbury 
iconography; and collecting and preserving Woolfs literary remains. A 
broad range of international literary scholars, women's historians, 
curators, collectors, book artists, and "common readers" are expected 
to participate. 

Virginia Woolf has been part of the curriculum at Smith College since 
1926. Over the years, alumnae have contributed manuscripts by Virginia 
Woolf to the college's library and paintings by Bloomsbury artists to its 
museum. As a result, the conference theme will be supported by a 
number of remarkable exhibitions. Selections from the Frances Hooper 
Collection of Virginia Woolf Books and Manuscripts and the Elizabeth 
Power Richardson Bloomsbury Iconography Collection will be on 
display throughout the conference in the Mortimer Rare Book Room and 
in the Book Arts Gallery of Neilson Library, along with appropriate 
manuscripts from the college's Sylvia Plath Collection (a session 
devoted to Woolfs influence on Plath will also be part of the confer
ence). Original paintings and prints by Bloomsbury artists will be on 
display in the newly renovated Smith College Museum of Art. A portrait 
of Virginia Woolf by Vanessa Bell, recently donated to the 
museum by Ann Safford Mandel, will be part of the 
exhibition. The Sophia Smith Collection and Smith 
College Archives will also be available for research. 
Selections ITom these premiere women ' s history 
archives, including the papers of Carolyn Heilbrun 
and photographs ITom the archi ves of Gloria 
Steinem and Ms. Magazine, will be on display in 
the Alumnae Gymnasium. 

Western Massachusetts has long been a home for the 
book arts, including the Gehenna and Pennyroyal 
presses. Local artists will be invited to show their fine 
press books at some of the receptions. A demonstration of 
letterpress printing, wood engraving, and hand bookbinding 
will also be offered during one of the sessions. 

In an attempt to balance the needs of body and mind, the local planning 
committee will arrange early morning walks and yoga breaks in the 
Dance Studio overlooking Paradise Pond. A delicious cuisine featuring 
local produce will be offered throughout the conference . Participants 
will have access to campus housing and many opportunities to enjoy the 
college's park-like landscape, designed by Frederick Law Olmsted. An 
evening reception in the newly restored botanic conservatory is planned. 

The senses will also be stimulated by music recitals and a film series in 
the evenings. Every effort will be made to weave Virginia Woolfs 
words into the proceedings through dramatic readings. The ongoing 
influence of Woolfs life and work upon current writers and artists will 
be celebrated through poetry readings and other kinds of creative perfor
mances. An adaptation of the pageant in Between the Acts will be staged 
outdoors at the end of the conference. 

Since its founding in 1871, Smith College has benefited from its location 
in Northampton, an old New England town that lies between the 
Connecticut River and the foothills of the Berkshire Mountains. 
Northampton has been rated number one in the 100 Best Small Art 
Towns of America. A five-minute walk will allow conference partici
pants to enjoy the town's galleries, shops, ethnic restaurants, live music 
venues, and sidewalk cafes. Blocks of rooms have also been reserved for 
the conference at three local hotels. 

Two optional field trips will serve as bookends to the conference. The 
first will bring participants by coach through local hilltowns to The 
Mount, Edith Wharton's home, where she wrote Ethan Frome and The 
House of Mirth. The house, built and decorated in 1902 according to 
Wharton's plans, has just been restored to its original grandeur. In 
addition to a tour of the house and gardens, participants will be invited 
to picnic in the bucolic landscape of Lenox, Massachusetts. At the end 
of the conference, a special reception for delegates who choose to tour 
the Dickinson Homestead in nearby Amherst, Massachusetts, will be 
hosted by the local Five Colleges Inc. Side trips to Amherst College and 
to the local public library where Emily Dickinson's manuscripts are 
preserved will complete this tour. 

For additional information visit the conference website at 
www.smith.edulwoolfconference or contact the conference organizers: 
Marilyn Smith (program coordinator) at woolf@smith.edu; Stephanie 
Schoen (conference webmaster) at sschoen@smith.edu, 413-585-2680 
(phone); Karen Kukil (conference director) at kkukil @smith.edu, 413-
585-2906 (phone), 413-585-4486 (fax) or write Virginia Woolf 
Conference, Mortimer Rare Book Room, Smith College, Northampton, 
Massachusetts 0 I 063. 

BACK TO BLOOMSBURY: 
the 14th Annual Conference on Virginia Woolf 

In June 2004, Woolfians will be beckoned to Bloomsbury for 
the 14th annual Conference on Virginia Woolf. The confer

ence, "Back to Bloomsbury", will be hosted by the 
Institute of English Studies at the University of London, 
which is located in the heart of Bloomsbury. 

With Bloomsbury as the central theme of the confer
ence, Woolfians will have an opportunity to revisit 
Virginia Woolfs links to the place and the group that 

helped to inspire her life of writing. This event should 
excite all those Woolfians and Bloomsberries who 

delight not only in Woolfs life and work, but also have 
interests in her links to members of the Bloomsbury Group, 

as well as to her life in London. 

Topics for papers may include, but are in no way restricted to: Woolfs 
life and writing, the Bloomsbury Group, the Stephen siblings and their 
Cambridge connections, Bloomsbury Aesthetics, the Omega Workshop, 
Politics and Political Affiliations, Class and Social Status, Freud in 
Bloomsbury, Representations of London, Modernisms, Feminisms, 
Gender and Sexuality, 'Living in Squares, Loving in Triangles' and 
much more. A call for papers will be made several months before the 
conference, so keep your eyes open for this and please submit 
your contributions. 

Since the 2004 conference is a long way off, it is only in its very earliest 
planning stages and keynote speakers have not yet been organised . 
However, a few events that are planned, besides the exciting papers and 
vibrant discussions amongst delegates, will include: guided London 
Walks around Bloomsbury, a pilgrimage down to Monks House in 
Rodmell and a reception on the final evening, to include the usual jolli
ties of members of the various Woolf societies. Other ideas in the works 
include performances and artwork inspired by Virginia Woolf and her 
Bloomsbury contemporaries, a presentation by the new Women's 
Library (formerly the Fawcett) and perhaps a reading by a guest 
poet or two. 

Any suggestions and/or interest in helping to organise the conference are 
most welcome. Please feel free to contact Gina Vitello by email: 
VWoolf2004@aol.com, or by post: Birkbeck College, School of English 
and Humanities, 30 Russell Square, London WC IE 7HX, U.K. 

Gina Vitello 
March 2002 
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ESSAYS LQ;) 

SILENT CITATIONS IN THREE GUINEAS 
Woolfs Three Guineas seems to invite more textual criticism than many 
of her other works, particularly with the revision that shaped its produc
tion and with the degree of citation in the accompanying footnotes . In 
this brief piece, I wish to add two canonical war narratives to the list of 
those source texts already known and documented. Memoirs by Robert 
Graves and Siegfried Sassoon offer insight into Woolf's decision to 
construct the essay as a letter in response to requests for funds. 

No one has examined the connection between Three Guineas and 
Graves's Good-bye to All That or Sassoon's Memoirs of an Infantry 
Officer, a fact which is not entirely surprising. A superficial comparison 
of these war narratives and Three Guineas suggests that the texts are 
radically different. While the soldier-writers' texts focus on individual 
and personal narratives of battlefront experience, Woolf's piece deals 
more theoretically with war and its peacetime roots. Whereas the tradi
tional war text emphasizes narrativity (i.e., the story of war), Woolf's 
emphasizes a conversational interaction on the prevention of war. 
Despite these obvious differences, however, I contend that WooIrs 
decision to mark this essay as a letter indicates she was highly conscious 
of these writers' work. 

Although her Three Guineas correspondent is not specifically marked as 
a soldier-writer, I Woolf could very easily be speaking to the authors 
who gained literary prominence in the interwar publishing boom. Woolf 
was close friends with both Rupert Brooke and Siegfried Sasso on, and 
she had written reviews of their poetry.2 She knew Edmund Blunden, 
corresponded formally with Richard Aldington, and had met, but didn't 
like, Robert Graves.3 These writers were her contemporaries, and in A 
Room of One's Own, Woolf comments upon the ways in which the 
recent surge in war narratives has shaped public perceptions of 
literary value: 

This is an important book, the critic assumes, because it deals 
with war. This is an insignificant book because it deals with 
the feelings of women in a drawing-room. A scene in a battle
field is more important than a scene in a shop-everywhere 
and much more subtly the difference of value persists. 
(ROOO 73-74) 

Here, Woolf argues that wartime values "are inevitably transferred from 
life to fiction," emphasizing the relationship between social structures 
and literary ones (ROOO 74). It is clear that she is contemplating the 
literary value of war narratives as early as 1929, and the cultural position 
of this genre still troubles her when Three Guineas is published in 1938. 
In this later work, she turns to the war narrative once more, citing in the 
first five pages excerpts from "a soldier's life," "an airman's life, " and a 
biography of Wilfred Owen (TG 7- 8). With these notes, Woolf demon
strates her familiarity-and her uneasiness-with the genre in general. 

Further evidence for Woolf's knowledge of specific war narratives is 
clear from the very structure of Three Guineas. The essay is premised on 
a correspondence between the speaker (often identified as Woolf herself) 
and three letter-writers: a lawyer, an honorary treasurer for a women's 
college, and an honorary treasurer for "a society to help the daughters of 
educated men to obtain employment in the professions" (TG 41). I 
would suggest that Woolf, in using this structure, is drawing directly 
from her knowledge of the narratives of Graves and Sassoon, for both 
soldier-writers discuss similar episodes in their works. In a letter to 
David Garnett dated 10 December 1929, Woolf comments that she has 
read Graves's Good-bye to All That and Ernest Hemingway's war narra
tive A Farewell to Arms: "I didn't like Hemingway. I dont [sic] much 

care for Graves" (L 4: 117). Her diaries indicate that she was reading 
Sassoon's final installment of the Sherston series on 22 September 1938. 

Woolf's tie to Graves's narrative is contextual. Commenting upon the 
critical reception of his work, Graves cites in full a letter from "a gentle
lady," who praises his poetry and then asks for financial support in the 
amount of £ I 0 (Graves 21-24). In some ways, the "gentle lady" of 
Graves's text is similar to the honorary treasurers in Woolf's text , for 
each of these women are bound by class and gender from earning 
productive livings and must request funds from famous writers by mail. 

A similar textual link ties Woolf's essay/letter to Sassoon's Memoirs of 
an Infantry Officer. Commenting briefly on the gradual disintegration of 
military officers' reputations in the postwar period, Sherston notes, "it 
would not surprise me if someone were to start a Society for the 
Prevention of Cruelty to Great War Generals. I f such a Society were 
formed, I, for one, would gladly contribute my modest half-guinea per 
annum" (Sassoon 122). The link here between the Society of Sassoon's 
memoir and the societies of Woolf's text is clear; both discuss the 
practice of pledging a guinea in support of a society's goals. Admittedly, 
these are minor moments in the soldier-writers' narratives. However, 
given Woolf's expansive reading list, her friendship with Sassoon, and 
the uncanny connections among the tropes and conditions of request in 
all texts, I would suggest that Woolf was not only familiar with the 
broader conventions of the war narrative genre, but also with specific 
war narratives-so familiar, in fact, that Three Guineas stands a 
revisionary challenge to this earlier work. More work uncovering the 
discussion between these materials is surely merited. 

Meg Albrinck 
Lakeland College 

He may, for example, represenl Canon Dick Sheppard who organized Ihe Peace Pledge 
Union, a pacifisl organizalion to which Vera Brittain subscribed. Woolf knew of Sheppard's 
activities through her family and friends. Her nephew, Julian Bell, edited a collection of 
essays entitled We Did NOI Fighl: 1914-18 Experiellces of War Resislers (1935). This collec
lion included a poem by Sassoon, essays by Bell , David Garnett (the falher of Woolrs niece 
Angelica), and Adrian Stephen (Woolfs brother), and a foreword by Sheppard. Woolf 

2 writes to Julian thai she is reading pans of this colleclion in October 1935 (L 5: 433, 436). 
For TLS, Woolf reviewed Sassoon's Th e Old HUlllsmall and Olher Puems (31 May 1917), 
Sassoon's COlllller-Atwck alld Other Poems (11 July 1918), and Edward Marsh 's Cullected 

3 Poems qf Rllperl Broake (8 August 1918). See MacNeill ie's The Essays o(Virginia Woolf 
EVidence for all of these acquaintances can be found in Woolf s diaries, letters, and essays. 
For Woolfs meeling wilh Graves, see her diary for 27 April 1925. Apparenlly, Ihe Woolfs 
viewed Graves as a nuisance, for he often called al inopportune limes and did not recognize 
social cues suggesling he should leave. Blunden appears alone oflhe Woolfs' panies in 
May 1929, and Aldington is an acquaintance who helps Woolf organize a fellowship fund 
for T. S. Eliot in 1922. 
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State University Students and Resistance to Three Guineas as 
"A Conversation Between Woolf and Her Friends" 
As a reader of Three Guineas continually convinced of the relevance of 
this text to contemporary feminism and politics, I should nevertheless no 
longer be surprised by the vehemence of my students' skeptical 
reactions to this study of gender and war, their dubiousness about its 
feminism and especially their class resentments. I usually teach the text 
in a semester-long study ofWoolfs works, but most recently taught it in 
a course on the 1930s. San Francisco State University tends to draw a 
fascinating range of students, many first-generation college attenders, a 
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large number of "mature" students, in their late 20s or 30s, and quite a 
few students in the "elder program," above 60 years of age. 

Typically their difficulties with Three Guineas begin with style: Why 
isn't she more clear about her points, whatever they are? Why is the 
arrangement of material so difficult? Why does she use all those 
footnotes? These complaints add up for my students to a sense, very 
similar to Q.D. Leavis's, in her infamous review for Scrutiny, that Three 
Guineas "is a conversation between [Woolf] and her friends, addressed 
as she constantly says to 'women of our class'" (203). As much as I try 
to explain that Woolf is undermining the codes and certainties of 
conversation in that class through the complexities of her style, and her 
use and mockery of an academic apparatus, they often come away from 
the text frustrated and resistant. They sometimes identify with Mary, the 
kitchenmaid in the fictional scene at the beginning of Chapter 3, who is 
asked by the Duke of Devonshire to help him "construe this rather di ffi
cult passage in Pindar" when she is peeling potatoes (85). Rather than 
pursuing Woolfs point that women have been denied education due to 
sexism, my students often reject the analogy between Woolf and 
Mary-" Woolf has never peeled potatoes," echoing Leavis's "there is 
no reason to suppose Mrs. Woolf would know which end of the cradle to 
stir" (210)- and resent the fact that Mary is not a subject ofWoolfs 
analysis. Her proposals for a transformation of society do not include 
emancipation and education of the servant class. Rather, Woolf says that 
her own class of women "are weaker than the women of the working 
class" (12), implying they do not need the ameliorations of their condi
tion that Woolf proposes for the "daughters of educated men." While a 
few of my students humbly see that their struggles with this text have 
partly to do with the limitations of their own literary training, some 
respond as Mary might, a bit defensively: "who is Pindar, anyway? And 
what does it mean to 'construe' a passage?" They react with class 
resentment directed at Woolf, but perhaps without enough class resent
ment about the deficiencies in their own educations in a state that seems 
to prefer prisons to institutions of higher education. 

When I give my students passages from Leavis's review, they tend to 
applaud her tone of irritation as well as her criticisms of Woolf. 
(Recently one responded: "I loved the Leavis review. It was so bitchy.") 
I find Leavis useful for validating my students' sense that in working
class life, quotidian spaces are "the realm where living takes place" 
(210), but in my pedagogy I struggle to incorporate students' class 
resentments into an understanding of what is still, to me, valuable about 
this incisive study of gender domination and militarism. Their resistance 
to the text on the basis of class intersects with their resistance to Woolfs 
pacifist feminism. They have trouble taking her pacifism seriously, for 
as one put it: "How-to-prevent war is principally used as a hook on 
which to hang considerations to promote the interests of the daughters of 
educated men, a type of feminism with which I am not wholly in 
sympathy" (Cunningham). They tend to see Woolfs promotion of an 
Outsiders ' Society to resist militarism as the solution of a leisured 
woman who can afford to hold herself aloof from mainstream institu
tions by resting on her privilege. They often concur with the many 
critics who have remarked over the years that Woolfs proposals seem 
feeble in the face of the Spanish Civil War and the threat of World War 
II, and do not show great promise for a wholesale transformation of 
gender relations in European society. 

Despite all of these doubts, some of my students do find Three Guineas 
inspirational, less for the specifics of her proposals in 1938 than for her 
stance of uncompromising critic of and principled dissenter to 
hegemonic values. Some students do feel their feminist or anti-militarist 
proclivities strengthened, but as one student remarked, "What I took 
away from Three Guineas was the strong sense that we can resist 

dominant ways of thinking, for example nationalism, in her emphasis on 
'freedom from unreal loyalties'" (McCarthy) . In a post-September II 
world, Three Guineas provides a model of resisting the "commonsense" 
response to a complex political reality. A number of my largely 
working-class students are aware that those sent to "fight against 
terrorism" in various comers of the globe are largely soldiers recruited 
from the working class, and ironically, Woolfs pacifist-feminist 
polemic that they resist on class grounds helps to give them the intellec
tual and moral strength to question the dominant, militarist line issuing 
from Washington. Three Guineas may have been a "conversation 
between Woolf and her friends," but it is a conversation that still 
in the debates about global politics at the beginning of the 
twenty-first century. 

Lorelta Stec 
San Francisco State University 
March 2002 

"SEPTEMBER 11TH AND THREE GUINEAS: 
STUDENTS AND THE MEANING OF WAR" 
When my upper-division students and I embarked on a semester-long 
study of the literature of the 1930s in England, our guiding questions 
was, "what should the relation between art and politics be?" Our 
concerns expanded: what role can/should writers playing discourse 
about "public" events, what can art do, and ultimately, what IS art? 
When does it stop being aesthetic and cross the line into the suspect 
regions of propaganda? By the first week of September, we'd considered 
Yeats and Eliot and Spender and others, and had a series of good, intel
lectual discussions, even mildly excited debates, about the relative 
merits of their views. Then came September II. For the rest of the term, 
we read material that always felt too raw, that abraded our nerves: a 
student lost his aunt in the plane that crashed in Pennsylvania and we 
read Naomi Mitchison's poetry about the scars of war leaves in the 
earth; a student from Queens lost 70 neighbors and friends, and we read 
Auden (and not only "September I, 1939"); the U.S. went to war, and 
we read Orwell and the poetry of the Spanish Civil War. On many days, 
students were close to tears, and the questions were no longer academic. 
We felt unhinged, and knew something of what writers in the thirties 
must have felt as they looked at a world filled with both real and threat
ened destruction. What can poets do? What should they say? How does 
language manage grief? How can we end war? 

Because of September I I and the relevance our reading had suddenly 
acquired, I had higher hopes for Three Guineas than I otherwise might 
have when we turned the comer into December. Many students at my 
private, liberal arts university had been attending weekly teach-ins on 
the politics U.S. involvement in the Middle East, the meanings of Islam 
tolerance and radicalism and other topics. They were deeply invested in 
trying to understand. Some of the old, familiar complaints still emerged: 
she's elitist, the footnotes are boring: this is just a political pamphlet (to 
which someone answered, then why doesn't she just say what she thinks 
in straightforward terms"-but exactly); it's not art; the Outsiders ' Club 
is nothing more than sour grapes. What I wanted to underscore in my 
own reading of Woolf were not only her analogies of oppression, but the 
fancy rhetorical footwork required to be persuasive on the topic of war, 
given her own subject position. 

This last matter, Woolfs subject position, is crucial, I think, in reading 
Three Guineas and in understanding the inextricability ofWoolfs 
politics and art (our persistent question). In order to help students toward 
at least an appreciation of this necessarily tangled relationship, I wrote 
them a letter and signed it Virginia Woolf. In her letter, Woolf asked 
them if Three Guineas still had anything to say in view of a new, 
impending war. And she asked about them: who were they, and how did 
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the world look through their eyes? I wanted them to face the question of 
their own identity in reading her text, and through that, I see why she 
makes so much of her own identity. What I found in my students' 
responses matched exactly my intuitions about the importance of subject 
position in Three Guineas. Those who had most felt the sting (or 
freedom) of outsiderhood (many women, an Arab American, the 
economically disadvantaged) not only embraced Woolfs argument, but 
found it helped them formulate a position on Afghanistan-one that 
eschewed nationalism in favor of solidarity with women or the poor, for 
example. Many of those in more privileged positions had not only no 
patience with Woolf, but had the hardest time saying who they 
themselves were and how the world looked through their eyes. The 
results of this exercise have rich implications for students to understand 
their place in the world and in relation to events and one another, which 
I will explore further at a later date. 

Tracy Seeley 
University o/San Francisco 

VIRGINIA WOOLF'S PAClFIST NARRATIVE STRUCTURE 
Scholars commonly assume that narrative forms lacking closure are 
more radical than those that reach what Elizabeth Ermarth terms 
"consensus." In Woolf scholarship, the subsequent assumption is that 
because Woolfs radicalism involves pacifism, her texts lacking closure 
must automatically be pacifist. These assumptions are problematic 
because the politics of narrative structures depends on their use, not on 
anything intrinsic to the structures themselves. However, I do believe 
that narrative structures in Woolfs writing represent a radical statement 
of her pacifism, and I propose to demonstrate that this claim is not 
merely an assumption. Specifically, the pacifism in Woolfs narrative 
structures arises from the juxtaposition of physical violence appearing in 
the backdrop of her novels with indirect or "structural" violence, such as 
oppression, immediately depicted in the foreground . Through this juxta
position Woolf implies the pacifist views she states explicitly in Three 
Guineas-that peace cannot occur until we replace the patriarchal insti
tutions that perpetuate war, particularly through oppression of women, 
with a more egalitarian system. Given that Woolf penned Benveen the 
Acts during wartime, I will focus on Woolfs last novel. 

In Between the Acts, the physical violence occurring in the novel's 
background is signified by signs that appear in the novel's foreground. 
Examples of such signs are the planes flying over the pageant (BTA 193) 
that represent the previous and approaching wars. Although the planes 
act as disturbing reminders of war, they remain abstracted from the 
horrors of physical violence until they are read alongside another similar 
sign, !sa's newspaper article about soldiers raping a fourteen-year-old 
girl. The presence of the planes and the newspaper in the peaceful 
foreground, signifying physical violence in the background, calls atten
tion to the close connection between battlefield and homefront. Just as 
the planes invade the rural setting of Pointz Hall that they exist to 
protect, the soldiers tum their violence onto one of the citizens they, too, 
exist to protect. The irony of violence directed at fellow citizens rather 
than at an enemy undercuts faith that violence can be controlled and that 
a nation condoning the oppression of women that results in rape has ever 
really been at peace. 

The connection between the planes and the rape illustrates the connec
tion between violence and male dominance: the relationship between 
soldiers and their enemies is the same as that between middle- or upper
class white men and all others-the enemies and the others have been 
"othered," objectified and scapegoated, which makes them targets for 
violence. This violence is a problem not just for those othered but for the 
nation as a whole. As emphasized by Miss La Trobe's casting girls in 
the role of England in her pageant, the English culture that constructs 
men as dominant puts England herself in the position ofrape victim. 

Although war is intended to protect the nation, the mere attitude of 
violence necessary for war ultimately damages it. 

This background violence is juxtaposed with more mundane violence 
depicted in the lives of the characters. To use Linda Hutcheon 's term, 
the juxtaposition causes background and foreground images to "rub" 
against one another, further challenging the belief that the domestic is 
safe from global politics. Although the scale of this foreground violence 
is much smaller than that in the background, its juxtaposition with 
background violence implies that both kinds of violence originate in 
patriarchal attitudes of dominance. One instance of structural violence 
occurs when Mr. Bart Oliver, retired from service in India, scares his 
grandson George by speaking through a rolled newspaper and then 
yelling at his dog. When George bursts into tears, Mr. Oliver thinks, in 
defense of his failed attempt to relate to the child, 'The boy was a cry
baby" (BTA 13). Here, the old imperiali st demonstrates not only the way 
men are raised under patriarchy to value violence in order to avoid being 
considered cowardly, but also the way patriarchal men project guilt onto 
someone weaker than themselves, making such othered individuals 
targets for violence. In a similar instance, George's father Giles projects 
his guilt over his passive role in the coming war onto the snake eating 
the toad and follows this projection with senseless destruction of them. 
These seemingly harmless incidents play against the physical violence in 
the backdrop to further stress the connection between apparently 
peaceful institutions like the patriarchal family and global warfare. 

Although Woolfs use of narrative structures that resist closure enables 
her to identify patriarchy'S indirect violence as a significant source of 
physical violence, the narrative structures alone cannot make this 
critique. Rather, the critique arises in this fragmented form from the 
images Woolf juxtaposes against one another, particularly the juxtaposi
tion of physical violence in the novel's backdrop with structural 
violence in the foreground. In Between the Acts and Woolfs other 
novels, this kind of juxtaposition makes clear that Isa's three emotions
"Love. Hate. Peace" (BT A 92)-are all connected to war, as long as 
peace does not include freedom from oppression. 

Nancy Knowles 
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VITA SACKWELL-WEST'S COUNTRY NOTES IN WARTIME AND 
VIRGINIA WOOLF'S FINAL YEARS 
By the late 1930s Vita Sackville-West had become established as a well
known journalist and author: the success of The Edwardians and All 
Passion Spent ensured her popularity as a novelist, and she continued to 
contribute regularly to various newspapers and journals. In early 1938 
she accepted an invitation by editor Kingsley Martin to contribute a 
column on country matters to the New Statesman & Nation on a regular 
basis. Through anecdote and observation the column dealt with a range 
of rural issues, and over the next few years "Country Notes" became one 
of the staple pieces of the left-wing publication. Its popularity was such 
that a selection of the essays was published in book form by Michael 
Joseph in 1939. The fact that both Leonard and Virginia Woolf 
contributed to the New Statesman during this time, and were in regular 
contact with Martin, suggests that Woolf was at least aware of the 
column. Nevertheless, her letters to Vita betray an impatience to read the 
published book itself, which included a passage describing their trip to 
Burgundy together in 1928. In a letter of November 1939 to Vita, 
Virginia complains: " they've never sent me your book from the Press 
damn them" (L vi, 448). Vita responded by sending her a copy herself, 
for which Virginia thanked her: "that was nice of you-to send me your 
book. It really touched me" (L vi, 373). 
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As Britain entered World War II Vita continued to write her column, 
and in 1940 she approached the Hogarth Press, through Virginia, with a 
proposal to publish a selection of "Country Notes" written since the 
1939 collection. Virginia liaised between author and publisher, and 
replied to Vita affirmatively: "Country notes idea enthusiastically 
accepted: good news already sent to John [Lehmann] who will commu
nicate officially" (L vi, 464). Despite Leonard's annoyance with Vita for 
approaching American publishers Doran Doubleday without consulting 
the Hogarth Press, the book was printed in the autumn of 1940. By 
December Wool f was writing to Vita, "Your book has sold 1862 copies. 
Very good" (L vi, 455), and 3,000 copies of the book were published in 
total. Possibly due to wartime paper restrictions Country Notes in 
Wartill/ e was one of only ten books published by the Hogarth Press that 
year, but it was also to be the last of Vita's works published by the 
Press, apart from her Selected Poems in 1942. Also in that year Leonard 
Woolf and John Lehmann rejected Vita's novel Grand Canyon for 
publication, a decision which hurt her immensely. For over fifteen years 
Vita had been one of the mainstays of the Press, but due to the 
unexpected rejection of her novel-and perhaps the death of Virginia 
who had always provided a personal link with the Press-the profes
sional collaboration terminated. 

During August 1940 as Virginia and Vita corresponded about the 
proposed publication of Country Notes in Wartill/e, the Battle of Britain 
was raging over their heads. Virginia was working on "Pointz Hall" and 
finally finished the first draft on November 23 1940. Country Notes in 
Wartill/e defiantly continues the rural agenda of the first volume despite 
the threat of war. The author sees her task as preserving in literature a 
rural perspective that may be submerged in posthumous histories of the 
war: "It is to be hoped that some small effects of war on rural districts 
will not be omitted from this comprehensive record" (64-65). 

The effect of war on rural communities was becoming increasingly 
relevant to Woolfas she wrote her final novel. The latter years of her life 
had been marked by an almost permanent move to the country. In 
November 1939 she writes in her diary: "here we are settling in, very 
steadily, to a country life, & there 's much to be said for it" (D v, 244). In 
the letter to Vita of 1930 thanking her for sending her a copy of Country 
Notes, Woolf writes : "The war makes one horribly bad tempered. 
Against that I set the country: no, I don't think I shall ever live in 
London again" (L vi, 373). The country was becoming, more and more, 
a welcome retreat from bomb-torn London, and her increased immersion 
in village activities provided Woolf with first hand experience of the 
effect of war on a rural comm.unity. Her experience of rural life feeds 
into Between the Acts, in, for example, the portrait of the village 
pageant, which draws on Woolfs own activities with the Rodmell 
Women 's Institute. 

Woolfs final novel is firmly set in mid-June 1939, a few weeks before 
the outbreak of war, and, as in County NOles in Wartime, the novel 
portrays an English rural life battling for survival against the threat of 
invasion from the sky. As war advanced during Woolfs final years, she 
turned to nature for solace. Her evening walks in Sussex prompted a 
beliefin the permanency of nature in the face of her own possible 
annihilation: "so lovely an evening that the flat & the downs looked as if 
seen for the last time" (D v, 315). Here, echoes of Vita's Country Notes 
in Wartime can be traced: "In these days, I find, one readily interprets 
the happenings of Nature into symbolism. It is, I suppose, a psycholog
ical effect of war-strain. One clings to the permanence and recurrence of 
Nature. It is a calming and reassuring thought. Nature goes on, in spite 
of the mess mankind makes of mankind" (71). It is as if, for both, the 
perpetuity of nature offered the only hope of salvation. 

Works Cited 

Suzanne Lynch 
University a/Cambridge 

Sackville· West, Vita. CO/ll/lly Notes ill Wartime. London: Hogarth, 1940. 

-6-

Woolf, Virginia. The Leiters o/Vilgillia Woolf Edited by Nigel Nicolson . vol 6. London: 
Hogarth, 1980. 

- . 71,e Dilll:vo/Virginia Woolf Edited by Anne Olivier Bell. vol 5. London: Hogarth, 1984. 

THREE GUINEAS AND THE AESTHETIC ETHICS 
OF CULTURAL DISSENT 
Three Guineas, critics have often remarked, is an angry book, written, 
Woolf said, with "violent feeling" (A Writer's Diaty 282). But it is also 
ajoyous book, because in it Woolf not only provides "a tragic descrip
tion of what women's lives have been like," but also "a Utopian ... and 
an empowering fantasy of how they might become different" (Lee 15). 
Woolf expresses obvious aesthetic joy at the end of her second letter, in 
anticipation of the sea-change in the ethics of professional life and 
human relations generally that she hopes will attend women's refusal to 
perpetuate entrenched professional habits. This joy anticipates the 
utopian joy she takes in her "empowering vision" of both the notion of 
culture and the pacifist ethics that she develops in respective opposition 
to Arnoldian cultural theory and fascism in her creation of the 
"Outsiders' Society" in her third and longest letter. 

There, Woolf hesitates to define culture, saying that everyone more or 
less knows what it is; but this very resistance to precise definition, far 
from evading the issue, instead enables Woolf to propose an alternative 
(non-dogmatic and egalitarian) version of culture to that of Matthew 
Arnold and other late-Victorian and modernist cultural theorists who, as 
purveyors of "paid-for culture," had tacitly participated in the patriarchal 
oppression of women (Three Guineas 90). For support, Woolf appeals 
"to those whose culture is the unpaid-for culture, that which consists in 
being able to read and write their own tongue" (90). Just as, in his 
preface to The Renaissance, the arch-aesthete Walter Pater had invoked 
one of the fundamental principles of Arnoldian criticism-":to see one's 
object as in itself it really is"- and then subverted it in the interest of a 
democracy of aesthetic perception-"to know one's impression as it 
really is"-so too Woolf invokes and challenges Arnold's idea of 
culture by embracing "intellectual liberty [which] may be defined for 
our purposes as the right to say or write what you think in your own 
words, and in your own way" (91). From her perspective, the moral 
value of Arnold's "best that has been thought and said in the world" and 
the social importance of training oneself toward "perfection" are part 
and parcel of "paid-for" culture. She embraces a quasi-anarchic, "do as 
one likes" view of culture, just as she does, for example, with regard to 
reading practices in her Second Common Reader essay, "How Should 
One Read a Book?" 

For Woolf, an "oppositional" or outsider intellectual in exile from the 
dominant social beliefs and practices of her time (Said 33-5), culture and 
intellectual liberty require the development of a habit of "opposition" to 
the class, race, and gender biases of British schools and professions on 
one hand, and to the political interestedness of a supposedly "disinter
ested," because universal , notion of culture on the other. Edward Said 
announces, "Never solidarity before criticism," when he examines the 
intellectual's choice between commitment to one's nation and the oblig
ation to "dissent. .. from the corporate ensemble" in the interests of "the 
weaker, the less well represented, the forgotten or ignored" (32). The 
pragmatic upshot of this idea is that new types of solidarity must emerge 
from criticism of recalcitrant mores, for utopian visions to become 
materialized in the practices of everyday life. In Three Guineas, Woolf 
critiques entrenched beliefs and social habits; but she also offers a model 
for a new type of social solidarity, faithful to "the capacity of the human 
spirit to overflow boundaries and make unity out of multiplicity" (143), 
and grounded in the ethical injunction (which she directs specifically to 
women) to maintain an attitude of extreme pacifism and "complete 
indifference" (107) to the jingoism, militarism, cultural authoritarianism, 
and moral repressiveness represented by masculine values. 

Woolfs vision of an Outsiders' Society is, then, dedicated equally to a 
pacifist critique of patriarchy and to the active creation of a new type of 
civilization. This vision rests, finally, on her belief in the inherent desir-



ability of more sympathetic relations between individuals, and on the 
intrinsic, non-instrumental, value of individual human lives. She 
explains the role aesthetics will play in this unprecedented act of ethical 
creation, in a passage that points up the politically progressive and 
ethically potent capacity of an aesthetics and a concept of culture 
divested of both the moral imperative to obey and the state-reproductive 
purpose of both Amoldian cultural theory and fascist ideology. Rather 
than imposing public values on private lives in a type of moral didacti
cism that encourages individuals' ascension into a higher or nobler 
sphere of existence, Woolfs Outsiders will forge a new type of ethical
aesthetic pedagogy; they will "find new words and create new methods" 
for social life while cultivating in collective privacy and secrecy an 
increased sensitivity to "the mysteries of the norma)" (Nicolson II). 
"Broadly speaking," Woolf writes: 

the main distinction between us who are outside society and 
you who are in society must be that whereas you will make use 
of the means provided by your position- leagues, conferences, 
campaigns, great names-we, remaining outside, will experi
ment not with public means in public, but with private means 
in private. Those experiments will be not merely critical but 
creative. [ ... ] [T]he outsiders will dispense with pageantry not 
from any puritanical dislike of beauty. On the contrary, it will 
be one of their aims to increase private beauty; the beauty of 
spring, summer, autumn; the beauty of flowers, silks, clothes; 
the beauty which brims not only every field and wood but 
every barrow in Oxford Street; the scattered beauty which 
needs only to be combined by artists in order to become 
visible to all. (114) 

Virginia Woolf thought that the failure to recognize in other individuals 
the "something absolute in us which despises qualification" (Jacob's 
Room 144) was also a failure to achieve "human sympathy" (Three 
Guineas 108). It was, finally, with the intention of increasing such 
sympathy, and not merely of giving vent to her righteous anger, that 
Woolf placed the appreciation and cultivation of beauty, and the ethical 
imperative to sympathize with others in daily life, at the forefront of her 
plans for an Outsiders' Society. She opposes Arnoldian cultural ideals 
and indicates a markedly different way out of current difficulties by 
articulating a utopian yet no less sincere hope for "peace and freedom 
for the whole world" (109). 
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DRAMA REVIEW: C...(7";) 
LOVESEATS FOR VIRGINIA WOOLF 
Project conception, Models, Drawings, Furniture Design 
exhibition 
by Annie Coggan 
A new American play written and directed by Randy Gener 
Presented by the A:DIB project space and Item Design 
Laboratory in association with The National Asian 
American Theatre Company 
February 20-March 16, 2002 
Brooklyn, New York 

Those of us receiving The Virginia Woolf Miscellany have read our way 
into many a room created by Virginia Woolf, though we might reflect 
for a moment on how spare those rooms are of furni shings, how little we 
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see of them but through the characters who fill them. We must turn to 
"A Sketch of the Past," perhaps, or her diaries, to find a house or its 
rooms furnished as 22 Hyde Park Gate is by WooJrs childhood 
memories, and then that description, room by room, meant to weigh 
upon us with its Victorian dreariness in comparison to Talland House or 
the decorative liberation by a future Bloomsbury residence. Woolf 
certainly inveighs against the "stodge" and "clutter" of the novel, seen in 
those "materialists" like Bennett and Galsworthy who describe to the 
last detail the furniture of a space but thereby omit the person who 
inhabits and furnishes it. Suppose it peculiar, then, that architect and 
designer Annie Coggan has conceived her remarkable furniture design 
exhibit and Randy Gener a new play emanating from it in their collabo
rative effort entitled Loveseatsfor Virginia Woolf. 

But then remember the tremendous emphasis Woolf places upon 
feminine creativity inscribed in domestic furnishings: "For women have 
sat indoors all these millions of years, so that by this time the very walls 
are permeated by their creative force" (Room, 87). The English language 
would be stretched to its limit, "and whole flights of words would need 
to wing their way illegitimately into existence before a woman could say 
what happens when she goes into a room" (Ibid) . Such assertions by 
Woolf introduce Annie Coggan's acknowledged inspiration behind the 
conception of Loveseats for Virginia Woolf, Carolyn Heilbrun's sugges
tion that a written biography is perhaps not the medium best suited to 
describe a woman's life. "These projects," Coggan writes, "investigate 
women's lives by distilling their accomplishments and relationships, 
personal as well as professional, into constructed form." 

The form Coggan's construction takes is four white enamel-finished 
pieces of steel furniture set inside a many-windowed, well-lit carriage 
house that is A:D/B project space, White walls, relieved precisely by 
great squares of blue and green, exhibit the drawings and models that are 
realized in the pieces before you. And they do in fact function as 
"Ioveseats," make available a designated space for two bodies in repose, 
though they function imaginatively better than physically. For Annie 
Coggan 's "Loveseats" are not plush or padded, not a space you envision 
curling into comfortably with a friend Or lover. They exhibit, in fact, no 
curves or contours whatsoever. Hers is a hard geometry, straight lines 
angling sharply into the square of a seat or a triangulated base for an 
armrest. Yet they are passionate, create by a few clean lines an intimate 
setting for Virginia and four of her closest relations. In them you see 
angles of bodily possibility, the significant form here the shapes two 
bodies may take within each sculpture, They play, you might say, with 
the physical absences of the two figures suggested by each piece's name, 
so that the whole concept works by imagining, respectively, a Love Seat 
for-"Virginia and Leonard," "Virginia and Lytton," "Virginia and 
Vanessa," "Virginia and Vita,"-each occupied in the areas left vacant 

by the four pieces ' spatial designations. 

Take, for instance, Coggan's exhibited centerpiece: "A 
Love Seat for Leonard and Virginia-A love seat for 
writing in the garden." It presents a perfect symmetry, as 
do the other three, nothing unequal , each space given its 
share and its side. The love stats form a dialogue of 
themselves and of the two imagined positions of the 
persons seated . Virginia and Leonard, you must imagine, 

are faced in opposite directions; 
they are two chairs connected to 
each other but turned by perpendic
ular angles in counter positions, as 
if their arms were interlocked in the 
halted spin of a square dance. So 
that each of their right sides has an 
ample armrest and space for a book 
or a manuscript and their left sides 



completely open onto each other. To the left they may connect, freely 
touch and face each other if turned sideways. Though the backs are 
erect, the feet are reclined and held in place by footrests. By this 
uncanny symmetry the only view they share is the space immediately 
between them. Or, seen another way, the loveseat gives each of them the 
latitude of his and her own view and still the intimacy of a shared vision. 

From this rough sketch you might appreciate why the playwright Randy 
Gener notes that Annie Coggan's furniture design pushed him to the 
"dialogic structure of drama. In writing this play, I tried to uncover and 
imagine the conversations concealed by each love seat." Gener's 
accumulation of words are, to paraphrase Lily Briscoe 's ideal concep
tion of "the problem of space" in To the Lighthouse, the feathery evanes
cence of the butterfly's wing clamped together with the bolts of iron that 
are Coggan's sculpture. Gener 's abundant use of Virginia Woolfs 
diaries, fiction, and correspondence and the complementary writings of 
her three respective sitting and reading partners forms a pastiche of their 
actual words. Half the pleasure of the performance was watching an 
audience ofWoolfians nod their heads when the words were recognized 
and then internally murmured as a chorus. His direction has actors Mia 
Katigbak (Virginia Woolt) and Stephen Nisbet (Leonard, Lytton, 
Vanessa, Vita) moving fluidly between loveseats as each scene centers 
upon a dialogue between Virginia and her separate relation, each scene 
hovering over the sculpture which represents the figures now drama
tized. 

Perhaps most notable about the pl ay is how closely it takes Virginia 
Wool f at her word. Gener describes his work as "something like an 
intellectual biography, something close to a consideration of the 
Woolfian icon." The actors do not become Virginia or Lytton Strachey, 
(though the costumes and Nisbet's androgynous, varied performance 
might suggest it), so much as they become their words personified . The 
scene between Virginia and Vita, for instance, is mostly composed of 
their correspondence read over speakers as Katigbak and Nisbet sit in 
the "Virginia and Vita Loveseat" and a computer generated image of 
their words and the writers' actual faces flash above them. Gener wanted 
the actors to merge their identities "with literary concepts and historical 
facts, " to play with the dual consciousness always present when such 
works as sculpture and drama commingle in "that interstitial space 
between theatre and visual art." And what provoked me most,-as 
Virginia Woolfs words were read and enacted and visually and physi
cally represented through four loveseats and two actors-was how solid 
an object, how solid and steady a voice her voice did become. Filled by 
anecdotal lore and biographical facts about the flightiness of her mind, 
the evanescent and moth-like brilliance of her conversation, her bouts 
with insanity, I was left astonished at how permanent and sane a fixture 
Woolf is when shown by suggestive composition, by the composure 
Woolf leaves to us: "we are the words; we are the music; we are the 
thing itself' (MOB, 72). 

Joseph M. Kreutziger 
Washington University 
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REVIEW: 
LOVE LETTERS: LEONARD WOOLF AND TREKKIE RITCHIE 
PARSONS (1941-1968) 

Edited by Judith Adamson. London: Chatto & Windus, 2001. 312pp. 
$50 Canadian cloth.* 

My enthusiasm knew no bounds when I first heard about the publication 
of the correspondence between Leonard Woolf and Trekkie Ritchie 
Parsons, not only for its recollections of Leonard Woolfs life after 
Virginia Woolfs death, but also because of the editorial construction of 
them as "love letters." In this respect, Judith Adamson doesn ' t mince 
words; she remains convinced, following a comment Dadie Rylands 
made to her, that "Trekkie gave Leonard his happiest years" (xxiii). To 
her credit, she has considered Woolfs posthumous life, the transforma
tion and evolution of Bloomsbury, the fear of aging, the creative 
process, and, importantly, the significance of letter-writing in keeping 
relationships alive and fantasies fresh . For this alone, Adamson deserves 
our thanks. 

Judith Adamson's edition of these letters follows the standard estab
lished by Nicolson and Trautmann's The Letlers of Virginia Wool/, and 
her critical apparatus demonstrates focus and command, as illustrated by 
the notes. Indeed, these are helpful in offering a summary ofTrekkie 
Parsons' life and identifying fresh connections to outside material. The 
book is divided into nine sections of letters (interestingly enough, like 
The Waves), each with an introduction providing relevant contexts and, 
at times, interpretations of letters we are about to read. These sections 
are preceded by a critical essay which establishes a sense of the letters as 
a system, that is, their importance for the editor. Here, Adamson largely 
uses other private writings, such as the diary ofTrekkie Parsons, which 
establish connections with the letters, making sure that "feeling, indeed 
life itself, is validated by the very act of recording it" (xxi) . 

While one is thankful for the research and the work involved in the 
publication of these letters, the privileged position of the editor as critic 
of its material constitutes a shortcoming of the text. The pace of letters, 
for example, should have been addressed critically. A number of 
questions crop up as well: how many letters exist for each letter-writer? 
After counting them, you have 133 letters by Leonard Woolf and 238 
letters by Trekkie Parsons. Why is there an imbalance? Why do more 
letters appear in times of crisis? How do we account for the patterns of 
speech from one letter to the next? Is there a search for an epistolary 
voice, and if so, what kind? In a critical edition, one also needs to 
account for the various types of letters, in this case, the domestic and 
everyday letter or, as Adamson rightly points out, the brilliant 
picturesque narratives ofTrekkie Parsons' letters. These factors might 
have shed light on the epistles, making some less interesting, ifnot 
downright trivial. 

Yet, in this regard, Adamson is very cautious. She doesn't have much to 
say about posturing or imagining an addressee in one's mind in his or 
her absence (especially problematic, considering the very large numbers 
of travel letters included) and she urges readers /lot tothink ofTrekkie 
as Leonard's mistress. As a letter-writer Leonard Woolf reveals a side 
we might not have seen before, but Adamson questions neither her 
understanding of Leonard Woolfs voice nor Trekkie Parsons' conflicted 
position. Yet it is fascinating to look more closely at the particular 
sensuality, openness or playfullless that one finds as one reads. 

Adamson might have given a better picture of these letters if she looked 
at Leonard's letters in relation to the body of his letters already 
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published. (Here I am thinking of The [Selected] Letters of Leonard 
Woolf, edited by Frederic Spotts.) She might have tried to imagine ways 
in which the self, writing letters, speaks his love, giving us a glimpse, 
for instance, of motifs in place (like the flower imagery in letters 
between Parsons and Woolf). She might have asked how the letters to 
Trekkie Parsons compare with the fifty letters that we have from 
Leonard to Virginia Woolf. If it seems like I am forcing the "ghost," (or, 
as Adamson says, "Virginia's long shadow" [xxiii)), it is because, 
though barely named, Virginia Woolf is a presence, appearing on the 
surface or at the margins of many of Leonard's letters. Some of them are 
suggestive of Virginia Woolfs own letters and novels in their crafted 
tone and comments on the poetry of life and the future. The letter dated 
29 March 1943 (two years to the day after Woolfs suicide), for 
example, is reminiscent of The Waves: "The time passing is a terrible 
feeling. It comes, I think, some time or other to everyone .. .It is when 
evening really comes and one realises that they are only a few hours 
before bedtime that the moment comes when one must stand up and 
defy fate. And that, I believe, is really the only way to meet it and to 
deal with God, death and life. If only one can recognize fate as fate, the 
inevitable as inevitable, even one's own fate becomes impersonal" 
(Letter #34, pp25-26). 

Leonard's relationship with Trekkie also has qualities close to those of a 
guardian angel, and beyond what Adamson would like us to believe 
when she says "For years Leonard had borne a great responsibility with 
Virginia; his relationship with Trekkie was so easy and agreeable that he 
talked about it in musical terms" (xviii). In fact, Leonard appears as both 
a needy and honest confidant of and a sympathetic care-giver to Parsons, 
as in this letter dated 29 August 1943: 

I do hope your depression has lifted dearest. If anyone has the 
right to face this damned outside world with confidence & to 
be happy, it's you . And you must & shall. You have in 
yourself everything which matters - & after all, what else 
really matters? (Letter #85, pp65-66) 

Another side of Leonard not often encountered is in active engagement 
with the creative process and the place of the artist. At times he even 
argues as a feminist (which is curious, given his legendary silence 
following the publication of Three Guineas), as in the letter dated 8 
March 1943, asking "why are practically all women so much more 
civilised than men?" (Letter #26, p20). Many letters convey an under
standing of the artist's life and its contingencies, and they show an 
idealism that conflicts with the fatalism that permeates Leonard Woolf's 
vision of the world in private and public terms, as in this letter dated 3 
September 1943: "I set no store of any sort or kind by failure & success. 
I mean that there is no relation between success & real value or impor
tance" (Letter #89, p70). 

Judith Adamson is wonderfully honest about her purpose in editing 
these letters, which is why she acknowledges that "in a way, this is 
Trekkie's story more than Leonard's, for although this correspondence 
will change our view of him, his life is remembered elsewhere" (xxiii). 
When we consider that in his own The Journey Not the Arrival Malters, 
twenty-eight years of life after Virginia Woolf are resumed in fewer than 
a hundred pages, we can appreciate how this correspondence provides a 
rare window into "elsewhere." Trekkie Parsons seems aware of this and 
her "pungent observation" testifies to her acute understanding of the 
power of ghosts, which after all, largely sustains the epistolary mode as 
a private "oasis": "What a terrifying thing for someone who is fright
ened of ghosts to create one out of their living self' (Letter #97, p78). 

Pierre-Eric Villeneuve 
Independent Scholar 

• Review-editor's note: 'This book is published in London and may not be available in the 
U.S.; the Random House/Chatto & Windus web s ite reveals that it is published in paperback 

by Pimlico under the title "Love Letters" for £12 .50 and in cloth under the title above 
for £20. 
Although it is listed at Amazon.com under "Love Letters- Leonard Woolf," delivery is sa id 
to take several weeks. 

REVIEW: 
APPROACHES TO TEACHING WOOLF'S TO THE LIGHTHOUSE 

Edited by Beth Rigel Daugherty and Mary Beth Pringle. New York: 
Modern Language Association of America, 200 I. 211 pages. $37.50 
cloth. $18 paper. 

This collection reminds us- if we need reminding- ofhow frequently 
and widely To the Lighthouse is taught, and in how many varied courses 
and contexts: in genre courses on fiction; in twentieth-century literature 
courses; in women's studies courses; in courses centering on the 
relationships between literature and history, or between literature and 
psychology, or on gender issues, or on political topics, or on biograph
ical and/or autobiographical literature ... and so on. The courses are 
incredibly varied, but vastly more so are the students who take the 
courses, and their backgrounds, goals and needs. Oh, and so are the 
teachers. To help those teachers, Daugherty and Pringle admirably try in 
their collection and in their own introductory contributions to include 
and address as many "approaches" to teaching the novel as possible. For 
the most,part, too, the individual contributors provide essays that are 
worthy of the editors' goals and present useful , interesting accounts of 
their own experiences and objectives in teaching a novel that undergrad
uate students, at least, often find difficult and initially off-putting. 

It says nothing negative about the other contributions within the collec
tion to say that probably the most useful essays of all are the editors' 
own introductions to the two major sections, " Materials" and 
"Approaches." In one discussion, of "Backgrounds and Foregrounds," 
they provide, in (of course) all too briefa space, an impressively 
detailed yet inclusive account of some of the major critical and scholarly 
studies useful to teachers and students of To the Lighthouse and, by 
extension, all or much of Virginia Woolf. The di scussion is broken 
down into sections on "Modernism," " Postmodernism," 
"Postcolonialism," "Historical and Social Context," "Feminist or 
Materialist Perspectives," " Lesbian Theory," "Bloomsbury," "Genre or 
Form," "Narrative Theory," "Philosophical Approaches," 
"Psychological Perspectives," "Autobiography," "Biography," and 
"Comparative or Intertextual Approaches." Readers of that section will 
be grateful-but also potentially depressed, at realizing once again how 
much is worthwhile out there that we may never get to. All Woolf 
scholars would profit from Daugherty and Pringle's breakdown in this 
section, even those who don't look at the rest of the book. But not 
looking at it will, for teachers of Woolf, be a mistake. 

The most valuable selections are those that most keep to the order of 
business, by discussing the nuts and bolts of actually teaching To the 
Lighthouse at either the undergraduate or graduate level. I can only 
mention a few of those that seem particularly useful. Patricia Laurence 
focuses on "[rleading To the Lighthouse through Bakhtin's theory of the 
multi-voicedness of the novel" (71); if that sounds daunting for under
graduates, in her hands it seems clearly to have worked . Mark Hussey 
discusses with his students first "The Window," then "The Lighthouse," 
and only then "Time Passes," in a defamiliarizing approach that seems 
promising. Susan Yunis shows how specific and concrete one can be in 
discussing with students "To the Lighthouse and Painting," as she 
mentions the actual paintings she shows to and analyzes with her 
students. One doesn't always have to agree with or plan to adopt the 
approaches outlined in order to learn from them or be fascinated by 
them. I don't know enough about printing and publi shing to emulate in 
detail Edward Bishop's focus on "how a given sentence gets produced: 
not how it gets written but how it gets printed, published, and 
promoted," but I came away wishing that I might be in the course as it 
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examines "not the current Woolf industry, which began in the 1970s, but 
the process that took place during her lifetime, the way she negotiated 
that delicate balance between what Bourdieu calls 'cultural capital' and 
'real capital,' between literary status and hard cash" (136). 

It is true that some of the contributors seem to be taking the opportunity 
to discuss their views of the novel itself rather than their experience or 
sense of teaching it. That doesn't necessarily lessen the general interest 
or value of their essays, although occasionally an agenda about the novel 
will come across as more central than the question of students' needs in 
reading and studying the novel. But the vast majority of the contribu
tions in this volume avoid that danger. 

A final note: as a student and avid reader of Acknowledgments, Inow 
have another favorite: "We are grateful to Lori, Barb, Mildred, Judy, and 
Lana at Garner's 76 Autorrruck Stop ... ; they provided us with a ' room' 
midway between Columbus and Dayton, supplied us with food and 
bottomless cups of coffee, and never once suggested, by word or deed, 
that the two academics completing a book on teaching Woolfs To the 
Lighthouse in the midst of truckers grabbing a bite of lunch might be a 
little odd" (xiv). 

Morris Beja 
Ohio State University 

REVIEW: 
VIRGINIA WOOLF OUT OF BOUNDS: SELECTED PAPERS FROM 
THE TENTH ANNUAL CONFERENCE ON VIRGINIA WOOLF 

Edited by Jessica Berman and Jane Goldman. New York: Pace 
University Press, 2001. 
3 13 pages. $40 paper. 

This attractively illustrated, well-edited volume is a worthy addition to 
the previous volumes of selected papers from the annual conferences on 
Virginia Woolf. This latest volume, edited by Jessica Berman and Jane 
Goldman, incorporates papers from the tenth annual conference held at 
the University of Maryland, Baltimore County, June 7-10, 2000. In their 
imaginative and intellectually provocative introduction to this volume, 
the editors invite readers to "think about Virginia Woolfas she pushes 
us to cross regional, temporal, and disciplinary boundaries of all kinds" 
(I). As with the earlier volumes, the essays in this collection are quite 
short, typically running from five to seven pages, which makes them 
particularly accessible to the general reader, though most are also richly 
contextualized so as to provide satisfying reading for scholars of British 
modernism or specialists interested in Virginia Woolf. 

Many of these essays more than fulfill the editors' promise of opening 
Woolf's novels and essays to fresh perspectives by considering her work 
in new theoretical, cultural, or temporal contexts. Some of the most 
valuable essays appear in the sections entitled "Cultural and Material 
Woolf," "Orientalism/Colonialism," and the too brief "Archives and 
Readers." Especially notable is Maggie Humm's dazzling survey of 
Woolf's complex attitudes toward photography, film, and modernist 
aesthetics, and Jennifer Wicke's theoretically sophisticated and delight
fully witty "Frock Consciousness: Virginia Woolf's Dialectical 
Materialism." Steve Putzel's essay in the OrientalismlColonialism 
section effectively demonstrates the "complexity" of Virginia Woolf's 
attitudes toward imperialism by showing how her notorious performance 
in the Dreadnought Hoax illustrates her "youthful adventurousness" and 
"early Bloomsbury camaraderie and iconoclasm" (105), though he 
points out how these attitudes find more ambivalent expression in The 
Voyage Out. In a brilliant essay in the "Archives and Readers" section, 
Edward Bishop applies Foucault's well-known analysis and Derrida's 
more recent commentary on archival research to a comparison of 
Leonard Woolf"s meticulously organized Hogarth Press archive with 

the scattered and variously organized collections of Virginia Woolf's 
manuscripts in libraries in England and the United States. 

Despite the editors' expressed desire to illustrate how Woolf's writing is 
constantly challenging conventional boundaries, the volume itself is 
organized by very predictable categories that seem to work against this 
goal. Ann Martin's playful essay on Mrs. Dalloway and fairy tales or 
Jane de Gay' s discussion of per formative sexuality in Woolf's Orlando 
offer fresh demonstrations of why Woolfs novels cannot be contained 
by the vexed, and predictably orthodox, sequence "Gender, Sexuality, 
Feminism" that heads this section. Likewise, Patricia Moran in her fine 
essay invites readers to trace the patterns of "traumatic memory" which 
inscribe the "corporal shock of sexual trauma" in the novels that follow 
A Room olOne's Own, but her argument, and Woolf's protest, is blunted 
when it is assigned to the blandly predictable "Gender, Sexuality, 
Feminism" continuum. Diana Swanson's persuasive essay on the 
nan'atar as "sister" in Jacob's Room, seems similarly ill-served since it 
interrogates one of the basic boundaries that allowed "gender" 
discourses to exclude women from positions of authority, not to mention 
citizenship, by focusing exclusively on women as "mothers" rather than 
"sisters." Michelle Barrett's tour de force analysis of "reason and truth" 
in A Room alOne's Own seems similarly diminished by being ticketed 
under the muddy omnibus category, "Philosophical Approaches: 
Politics, Phenomenology, Ethics, Physics," as do other essays in that 
section. Moreover, by missing the opportunity of including, for example, 
Todd Avery's intriguing essay on Woolf's critique of BBC broadcasts or 
Brenda Silver's comparison of hypertext and Woolf's argumentation 
style in A Room 01 One 's Own in the "Archives" section of the volume, 
the editors missed the chance to push the "bounds" of our thinking about 
Woolfs writing even further. 

Though this collection could, perhaps, have been improved by a more 
daring organization, it nonetheless presents more than three dozen 
essays that productively reconsider Virginia Woolfs more or less 
famous works in the context of "new writing, new media, new academic 
concerns" (I). In what is perhaps the most timely essay in the collection, 
Melba Cuddy-Keane offers a scrupulously detailed and superbly histori
cized reading of Virginia Woolf's essay, "Middlebrow," as a response to 
J. B. Priestly's notorious 1932 essay, "To a Highbrow." By showing 
how Woolf "exposes the complicity of unquestioning patriotism, 
capitalist values, media control of public discourse, and anti-intellectual 
complacency" of the "masculinized institutional discourse" of "mass 
culture" (64), Cuddy-Keane shows us why, more than ever, we need to 
cherish Virginia Woolfs intelligence as well as celebrate the enduring 
power of her art. 

Nancy L. Paxton 
Northern Arizona University 

REVIEW: 
VIRGINIA WOOLF AND FASCISM: 
RESISTING THE DICTATORS' SEDUCTION 

Edited by Merry M. Pawlowski. New York: Palgrave/St. Martin's, 2001. 
241 pages. $62 cloth. 

In this splendid collection of essays by diverse scholars, Merry 
Pawlowski offers "new perspectives on Woolf's voice against tyranny 
and her resistance to fascist seduction" (2) . Like earlier scholars Mark 
Hussey, Jane Marcus, Alex Zwerdling, and many others, these do not 
hesitate to treat Virginia Wool f as a consciously political writer. Our 
understanding ofWoolfs politics is deepened because the scholars in 
this new collection explicitly connect their analyses with the rich body 
of historical scholarship on gender and fascism-e .g., Bridenthal 
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(1984); Kaplan (1986); Koonz, (1987); Macciocchi (1979); and 
Theweleit (1987). 

How far Woolf scholars have come toward acknowledging her political 
astuteness can be measured by contrasting the newly written essays in 
this collection with the one Pawlowski reprints from the 1995 
Bloomsbury Recalled by Quentin Bell. Emphasizing Woolfs private 
emotions and denying her intellectual connection to the public world, he 
cites her angry response to her nephew Julian Bell's death in the Spanish 
Civil War as proof that, "No, she certainly was not a politician" (19). As 
Molly Abel Travis observes in her essay, Quentin Bell "speaks for the 
Bloomsbury circle" (166), whose members "were not persuaded by 
Woolfs arguments in Three Guineas connecting British patriar-
chalism ... to continental fascisms" (166). Travis sees British patriar
chalism as a kind of "ur-fascism" (Umberto Eco's term), and finds 
examples not only in F.R. and Queenie Leavis, but also in the 
Bloomsbury circle, in D. H. Lawrence, H. G. Wells, T. S. Eliot, Ezra 
Pound, and Wyndham Lewis. Except for Quentin Bell, all the 
essayists in this collection read Virginia Woolf through the lens 
of Three Guineas. 

We now value Woolf as a leading theorist of gender politics. Pawlowski 
argues that Woolf developed her analysis in Three Guineas in response 
to Lewis's Men Without Art. Woolfs responses to reading Freud led to 
her analysis of "patriarchal pathology" in A Room 0/ One 's Own and 
Three Guineas, according to Vara Neverow. The originality of Virginia 
Woolfs theorizing on gender and fascism is emphasized by Marie-Luise 
Giittens, who places Woolfin the context of work by Koonz and 
Theweleit and compares Woolfs insights with Leni Riefenstahl's filmed 
representations of the Fuhrer and the masses in fascist processions. 
Pawlowski, Neverow, and Giittens all, in different ways, take up the 
seductiveness of fascism, which Neverow and Pawlowski see Woolf as 
scornfully resisting; however, Gatten finds Woolf recognizing "our own 
regressive desires for power and/or submission" (38) . 

Woolfresponded directly to the rise of fascism. Both Mussolini's call 
for a fascist art and Italy ' s invasion of Abyssinia appalled Woolf, and 
Leigh Coral Harris argues that Woolf resisted fascist Italy ' s "hypermas
culine political, military identity" (81) by developing an androgynous 
anonymity (87). Lisa Low asserts that "at least as early as Mrs. 
Dalloway" Woolf had begun "to conceive of England as itself already 
fascist" (94). Jessica Berman uses Theweleit's theory that "oceanic 
images and particularly images of un dammed, feminine waters which 
flow indiscriminately and transgress boundaries, ultimately threaten 
fascist desires" (106) to analyze The Waves as a narrative countering 
Btitish fascism, Natania Rosenfeld treats both Virginia and Leonard as 
anti-fascist writers, drawing evidence from Three Guineas, Between the 
Acts, Quack, Quack! and The War/or Peace. 

Comparative analyses of Woolf and other women writers produce new 
insights on the history of gender politics. Viewing Woolf as "the inher
itor and perpetuator of a cultural tradition that assumes the existence of a 
specific and highly polarized relationship between women as peace
makers and men as warmakers" (140), Maroula Joannou compares the 
gender/power nexus in Three Guineas with that in Margaret Atwood's 
dystopian novel The Handmaid 's Tale. Lia Giachero contrasts Woolf 
with her contemporary, the Italian fascist Benedetta Cappa Marinetti, 
whose art affirms "that one could be mother both of men and of ideas" 
(163), but who does not "understand what a contradiction there was 
between her artistic and political choices" (163). The most ambitious 
and successful of these comparative essays is by Loretta Stec, whose 
comparison of Burdekin's Swastika Night, West's Black Lamb and Grey 
Falcon, and Three Guineas, contextualizing the three writers' resistance 
to fascism in the competing ideologies of the late 1930s, powerfully 
argues that "a dystopian depiction of modernity and utopian impulses 

offeminism were often complexly entangled, and most often at 
odds" ( 179). 

For some years now, Woolf scholars have argued that her fierce opposi
tion to fascist gender politics was not flawed, either by anger or by illog
ical argument. Nor is patriarchal blindness of reviewers the only reason 
why Woolfs radical feminist critique failed to transform her society's 
response to fascism. Virginia Woolf was not alone in her resistance to 
fascism, and, by examining Woolfin the historical context of women's 
anti-fascist writing, this collection of scholarly essays expands our 
appreciation of Woolf and other radical feminists of the late 1930s. 

Judith L. Johnston 
Rider University 
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the waves 

the day Virginia Woolf walked 

the half mile from Monk's House 

to the Ouse River she had one 

more book in mind, long hair 

and a walking stick left behind 

she'd just completed Between the Acts 

when she became depressed again 

wrote a letter to Vanessa another to Leonard 

vowing they had done all good this 

she said is only a break in the talk 

loaded her pockets and boots with stones 

and waded in it was 28 March 

1941 when the rhythm she said she 

wrote to took her words down 

Julia Connor 

Sacramento, California 
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The Society Column 
"Considering how common illness is, how tremendOlL\' the spiritual change lhal il brings, howaston
ishing. ",hen the lights of health go down. the IIndiscovered cOllntries that are then disc/osed [. . .j it 
hecome.\· strange indeed that illness has not taken its place with love and hallIe alld jealousy amung 
the prime themes <!(literatlll'e . .. (Woo!f "On Being 11/', 
"With all these voice.\' CJyil1g and cOf~fliclil1g in his ears, how Cllll the artist still remain a/ peace in 
his sllldio. contemplating his model or his apple in the cold light that cumes throllgh the studio 
window? He is /m'ced to take pari in politic,',; Ire 1111.L.\"I./Ol'1I1 himself into societies like the Artists' 
If1Iernational Assuciation. Two CQlL~es q{slipreme importance 10 him are in peril. Tlre/irsl Lfi his own 
slln'ival; the other is the survival Q(his art . .. (Woolf, "The Artist and Politics") 
"So lVe made olll,,'elves into a society/or asking questions . .. (Woolf, "A Society) 
111e first quotation makes a gesture toward the ravages offlu season and the second to national and 
intemational malaise. The third holds out hope. The Intemational Virginia Woolf Society is grateful 
for recent gatherings and looks forward to more 0ppoltunities to raise questions, and to raise glasses. 
Thankful for MLA 2001-New Orleans 
We feasted intellectually at the MLA sessions and savored goumlet delectables and fine friendships 
at the divine party orchestrated by Merry Pawlowski and hosted by Merry's friend, Dorothy Wells: 
"And thus by degrees was lit, halfway down the spine, which is the seat of the soul, not that hard 
lirtle electric light which we call brilliance, as it pops in and out upon our lips, but the more 
profound, subtle and subterranean glow, which is the rich yellow flame of rational intercourse." 
Woolf goes to Louisville--An Annual Event! 
Many Woolfians artended the panel on 'Orlando' at the 20th-Century Literature Conference held 
every February in Louisville, Kentucky. Late last fall the IYWS was invited to sponsor an annual 
panel on Woolfat the 20th-Century Literature Conference. As it happened, most of the proposals we 
received were on 'Orlando,' and so a very enthusiastic audience was able to hear a set of present a
tions focused on the novel : 'Orlando' and Foucault's Scientia Sexual is (Tonya Krouse), as a travel
ogue (Jeanne Dubino), in the Age of Mechanical Reproduction (Kelcey Parker), and textual eugenics 
(June Dunn). Beginning this year, the IYWS will be able to put out an early call for proposals; the 
official announcement will appear in this spring's IVWS Newslerter. Please keep us and the 
Twentieth-Century Literature Conference in mind as you select venues for your presentations on 
Woolf' 
Eagerly Anticipating the 2002 Virginia Woolf Conferencf-Califomia Wine Country 
("the wineglasses had flushed yellow and flushed crimson; had been emptied; had been filled.") 
Across the Generations: the 12th Annual Conference on Virginia Woolf, organized by 1. 1. Wilson 
and company. will be held June 6-9, 2002 at Sonoma State University in Rohnert Park, California. 
This conference on Virginia Woolf will be the first held west of the Mississippi. For information, 
visit the website at www.woolfconference.com or e-mail the organizers at 
virginia.woolf.conference@sonoma.edu 
Next December! MLA 2002 - New York 
The Very Important IVWS-Sponsored Party 
Jessica Berman has kindly arranged for the lYWS party to be held at her parents ' apartment in New 
York City on the lovely Upper West Side. The party will be held from S:30-8:3Opm on Sunday, 
December 29th (Jessica's children will be there and their bedtime is 8:30, so the festivities will begin 
and end a bit earlier than last year). The address is 173 Riverside Dr. Apt. ISA (but you should use 
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the entrance on 89th Street). To get there, take a taxi or the Broadway local subway to 86th St., 
walk west to West End Avenue, and then north 3 blocks to 89th Street, and west most of the block 
until you reach the entrance (on the north side of the street). Tell the doorman you're going to . 
the Bermans. 
MLA IVWS Sessions for New York 2002: 
Teaching Woolfs Mrs. Dal/oway will be organized by Eileen Barrert, Califomia State University, 
Hayward, and Ruth O. Saxton, Mills College. Virginia Woolfs Geographical Imagination will be 
organized by Jane Garrity, University of Colorado at Boulder. Details in tbe Fall VWM. 
Next year! 2003 Virginia Woolf Conference - Northampton, Massachusetts 
The 13th Annual Conference on Virginia Woolf, Woolfin the Real World, organized by Karen 
Kukil, is moving rapidly forward . She is requesting early submission of proposals for the conference, 
so you may want to send in your abstracts long before the specified deadline nearly a year from now. 
The deadline for 2SO-word proposals is January 15,2003 (early submissions are encouraged). The 
format requires a cover sheet with the title of the paper, the narne(s) and affiJiation(s) of 
participant(s) and email and surface mail address(es); accompanied by 12 copies of proposal with 
title but no name(s). Panel proposals need a 2S0-word description of EACH participant's contribu
tion. Panels should represent more than one institution. Three copies of creative submissions are 
requested. Proposals should state audio-visual and computer needs. Send to: Virginia Woolf 
Conference, Mortimer Rare Book Room, Neilson Library, Smith College, Northampton, MA 01063 
U.S.A. For information contact: Karen Kukil, associate curator of rare books (kkukil@Smith.edu) 
(413) S8S-2906. Conference email: woolf@smith.edu. Conference Website: 
hrtp:!/www.smith.edu//woolfconference/. 
Plan Ahead! 2004 Virginia Woolf Conference - London 
Exciting newsflash regarding the 2004 conference I We are all invited to a Bloomsbury partyl Gina 
Vitello will be responsible for organizing "Back to Bloomsbury," the 14th annual conference on 
Virginia Woolf The conference will be held at the University of London-Institute of English 
Studies, in the very heart of Bloomsbury. 
Membership & Dues for IVWS. 
To join IVWS, send a check drawn on a US bank or cash in US dollars to Jeanne Dubino, 
Secretary{[reasurer, at IYWS, English Departmenl, MSC #40, Plymoutb State College, 17 High 
Street, Plymouth, NH 03264. Membership rates are $ I 5/$7. SO for those of limited means. After May 
31, membership rates will be $20/$10 for those of limited means. 
2002 IVWS Elections 
This June, we will be conducting the election for the 2003-200S three-year term for officers and, for 
the first time, three members-at-Iarge (we apologize for two numerical errOrs in the lYWS spring 
newslerter which indicated a longer term of service for the officers and specified two members-at
large). We are soliCiting nominations for the positions of President, Vice-President, Secretary
Treasurer, and Historian-Bibliographer as well as for the members-at-Iarge who will constitute the 
Advisory Board. For descriptions of these positions, visit the Virginia Woolf website at 
hrtp:!/www.utoronto.calIVWSI . Please send your nominations for officers by May 10, 2002. 
to Vara Neverow at Neverow@southemct.edu or English Department, TE-6, Southern 
Connecticut State University, SOl Crescent Street, New Haven, CT 0651S. 

Leslie Hankins 
Vice-President. International Virginia Woolf Society 
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