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TO THE READERS: 
The present editors, J.J. Wilson, Peter Stansky and myself, are very 

pleased to announce that Mark Hussey, in addition to organizing the 
forthcoming Virginia Woolf Conference at Pace, has agreed to join the 
editorial staff of VWM. Since Mark will be in charge of the next issue, 
Fall 1991, all submissions should reach him by September 6. 

Christina Jeffrey, Administrator for Charleston Farmhouse, writes to 
rem ind readers of the Charleston Festival there May 22-26, 1991, 
"commemorating the 50th Anniversary of Virginia Woolf's death and 
celebrating some American connections." Information in this country 
may be obtained by writing : Lois Kauffman, Regency House, 22 West 
48th St, Suite 1901, Kansas City, MO 64112 (tel. 816 931-9656). The 
Bloomsbury Workshop at· 12 Galen Place in London is also holding an 
exhibition during the month of April of first editions and other memora
bilia for the 50th anniversary of Woolf's death, gallery owner Tony 
Bradshaw told us on a recent visit to California. Another British com~ 
munication comes from Dr. Franci.s Ames-Lewis who writes from Birbeck 
College (seE) Virginia Woolf Society Column for details) to announce a 
Summer School on the Bloomsbury Group to be held in 46-47 Gordon 
Square from the 8th to the 17th of July (1991 ).Has anyone seen a play 
entitled The Party, adapted by Ellen Mclaughlin from three Woolf short 
stories and produced in Los Angeles earlier this year? Is it scheduled to 
go on tour? Reports would of course be welcomed. Thanks to Cristina 
Ruotolo (Yale University) who assisted in editing this issue. 

Lucio Ruotolo 
Stanford University 

FROM THE READERS: 
Elizabeth P. Richardson wishes to correct an error in her review of 

Naylor's Bloomsbury: Its Artists, Authors, and Designers (VWM, Fall, 
1990; "Although Vanessa Bell did not collaborate with Duncan Grant on 
his large (rejected) mural for the Queen Mary, she was commissioned to 
make decorations for the ship (Spalding, Vanessa Bell, 271-6 and 282-4). 
Unlike Grant's work, however, hers has apparently not survived; at least 
I know of no photographs." 

Vara Neverow-Turk wishes to correct an error in her article in the 
Spring 1990 issue of VWM. In the sixth paragraph (p. 3) the existing first 
sentence reads thus: "To reinforce a description of Sara Coleridge 's 
beauty as a suggestive hiatus: 11 have seen Miss Coleridge ... and I wish I 
had such a-daughter." ' It ought to read: "To reinforce a description of 
Sara Coleridge's beauty as a young woman, Woolf quotes Lamb's com
ment with its oddly suggestive hiatus: "I have seen Miss Coleridge ... and 
I wish had such a-daughter ." 

Vara Neverow-Turk, who is planning a collection of Woolf essays on 
the subject of "Humour", requests those interested to send proposals, 
abstracts or papers to her at Southern Connect icut State University, 501 
Crescent St., New Haven, CT 06515 by June 14. 

Barney Baley writes to celebrate the life of Frank McConnell Towne 
(1913-1990), a devoted friend, scholar and teacher of Woolf (for over 30 
years at Washington State University), who died on March 2nd. 

Lorie Leininger prai ses Louise DeSalvo's book (now available in 
paperback) for a major thesis which "certainly stands," and goes on to 
ask her: "Considering how significant this slightly flawed work is, might 
it not be possible to delete some repetitions and qualify a few dubious, 
marginal claims? Perhaps in an appendix?" 

Spring1991 

IN MEMORIAM: LOLA SZLADITS 
When I first worked at the Berg Collection in the summer of 1966, 

Lola Szladits was Dr. John Gordan's · assistant. Since the Woolf materials 
were as yet uncatalogued working with them was a matter of special 
permission and exploration of terra incognito . My situation was 
complicated by having only three days in New York, but those three 
days were a marvel of logistical arrangement with my fami ly since my 
sons were then one and two years old. 

I was at work on my dissertation for Emory which I was doing from 
the othe r side of the country in Berkeley. I knew that J.J. Wilson had 
made the pilgrimage to the Berg, .and in the tradition of my Catholic 
girlhood buttressed by medieval literature, i felt that as a true devotee I 
would have to pay homage to the holy relics. I do not write this 
sardonically; it was not only the way I felt, but the way I continue to feel. 

I saw such a wealth of material during those days and wanted to 
work with so much of it , that notetaking was unsatisfactory. I was 
therefore, given permiss ion to have photostats made though I would 
have to return them to the Berg after a certain period of time. Having 
judg ed me to be "obviously an honest person," Dr. Szladits 
recommended to Dr. Gordan that I be trusted. When he agreed, I felt as 
if Louis XIV had granted me a royal estate. When I returned the white on 
black sheets from Nebraska in 1968 addressed to Dr . Gordan, Lola 
Szladits wrote in acknowledgement, but added that she assumed I hadn't 
been reading the newspapers because I should have known that Dr . 
Gordan had died. On the one hand, I could have taken her irritation as 
the prov incialism of a New Yorker who had never seen, or given thought 
to, what would fill the pages of a newspaper in the capitol of an agricul
tural state; on the other hand, I agreed with her about what is important. 

In the foll.owing years, she would sometimes greet me warmly and 
warn me of all the others who were working on Woolf. Once she asked
demanded to know, actually-what I had been doing instead of or in 
addition to what I should be doing, that is working at the Berg and pub
lishing on Virginia Woolf . Teaching at a small liberal arts college and 
rearing sons, I said. She harumphed and walked away. 

My memoir of those days would be incomplete if I did not include 
"The New Suit." Before leaving Berkeley I wanted an outfit to wear at the 
Berg that would not only look professional but would enable me to 
withstand summer humidity in other parts of the country. I therefore 
bought a yellow seersucker suit at a shop that sold pre-Columbian 
artifacts. Looking the part of a serious young academic matron (I had to 
guess at how I should look; there were few models), it came as a shock 
that the headwaiter at the old Commodore Hotel, where my father had 
stayed during several decades of business trips, became apoplectic at 
5:30 one evening when I left the table by the swinging door of the 
kitchen, to which he had exiled me in a nearly empty cavernous dining 
room, to join at an adjacent table my professor of Thomistic philosophy 
at Barat College who was there to speak at a youth conference. Had the 
headwaiter been a clever investigator, he would have realized from our 
conversation that I was not approaching a man for immora l purposes on 
premises for which he as headwaiter was responsible. What was at issue, 
I later learned, was a fine appli cable under a city ord inance. Annoyed 
and perplexed as I was at the time, this incid ent, more than any feminist 
argument I make to my Nebraska students, illustrates to them the pecu
liar liabilities women work under. Otherwise, my straightest of summer 
suits made me fear for my life at blending into the double yellow line I 
got stranded on when I unwise ly crossed 42nd street in the middle of the 
block. Clearly, indulging impat ience was not prudent for visitors from 
the out lands. 



Still, those three days in 1966 set a pattern for the rest of my life. I con

tinue to think of the Berg Collection as sacred space though now perhaps 

more in the sense of a temple where one seeks resolution of uneasiness 

through the concentration and rest to the spirit provided by the ancient 

rite of incubation. Lola Szladits, through the example of her dedication 

to what can be salvaged and preserved from the past, has her part in this 

metaphor as a relentlessly focussed idealist. 
Evelyn Haller 
Doane College 

Note: VWM is still interested in accounts of working in the Berg with the 

late Lola Szladits, should others of you be "incubating" some. 

WHAT THE DUKE OF WELLINGTON IS DOING 

IN JACOB'S ROOM 

Among other things, Jacob's room contains: "Lives of the Duke of 

Wellington," "his slippers ... incredibly shabby," and "Manual of the 

Diseases of the Horse" (39.) Avrom Fleishman finds this collection of 

things rather odd ("why the veterinary manual?") and attributes the 

oddity to "randomness" which "expresses character." He footnotes the 

presence of the Duke throughout Jacob's Room, but attaches no special 

significance to it: the repeated references merely contribute to the "back

ground" (53). I would like to suggest that the many references to shoes, 

horses, and the Duke culminate in a funerary image which would have 

been available to the contemporary English cultural memory, an image 

which presages and ironizes Jacob's death. 

Jacob's shoes serve as the final, sad sign of his death: "'What am I to 

do with these, Mr. Bonamy?' She heid out a pair of Jacob's old shoes" 

(176). They are poignant because 'the natural fate of such things is to die 

before the body that wore them" as Woolf explains in her first published 

essay (Books and Portraits 168). The final image of Jacob's old shoes is 

prepared for by prior references to boots which connote militarism and 

manly stubbornness, both of which prove fatal. Woolf's description of 

the undergraduates going to chapel is evocative of both military service 

and death; "Look, as they pass into service, how airily the gowns blow 

out as though nothing dense and corporeal were within. What 

sculptured faces, what certainty, authority controlled by piety although 

great boots march under. the gowns" (32). Jacob's father died simply 

because he "had gone out duck-shooting and refused to change his 

boots" (16). While the image of boots is suggestive of Jacob's premature 

wartime death, it also conveys his obliviousness to questions of the 

meaning of life and death. Jacob's self-assurance and freedom from 

existential angst as compared to Sandra, is expressed by his boots: 

"'What for? What for?' Jacob never asked himself any such questions, to 

judge by the way he laced his boots" (161). 

Jacob is something of a horseman. The exhilarating and somewhat 

martial description of Jacob riding conveys a sense of oneness with the 

horse and with nature: "Then as if your own body ran into the horse's 

body and it was your own forelegs grown with his that sprang rushing 

through the air you go, the ground resilient, bodies a mass of muscles, 

yet you have command too, upright stillness, eyes accurately judging ... So 

Jacob galloped over the fields of Essex" (101 ). So Wellington must have 
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galloped: so he and his horse are immortalized as one in many prom

inent statues. This image of riding as an ecstatic transformative command 

of nature reappears near the end of the novel. Sandra is pondering "the 

flight of time which hurries us so tragically along": "Now the royal band 

marching by with the national flag stirred wider rings of emotion, and 

life became something that the courageous mount and ride out to sea 

on ... she saw Jacob" (153). Patriotism inspires Sandra's vision of life as a 

horse to be ridden which brings her, at the end of the sentence, to Jacob. 

But the idea of Jacob as a great man on a horse is, of course, an ana

chronism Jacob, an admirer of Wellington, despises the army of his own 

day: "Jacob cursed the British army and praised the Duke of Wellington" 

(76). The Duke is a figure of by-gone heroism; even horsemanship is out 

of date The custom of leaving visiting cards is satirically compared to the 

battle of Waterloo in terms of the wear on horseflesh (84). Jacob and his 

friends are nostalgic for the Duke and what he represents: '"The Duke of 

Wellington was a gentleman,' said Timmy" (51). As much talk as there is 

in the novel of leaders and leadership, there are no leaders: no one can 

hold a candle .to the Duke of Wellington. Jacob is the hope of the future; 

his leadership abilities are referred to several times, most notably by 

Evan Williams: '"here is a fellow ... who might do very well in politics'" 

(146). But like Wellington, he would have to first survive a war and not 

be counted, as in earlier times, as one of so many "foot" or "horse" lost 

in battle. Of all Wellington's qualities, only his nose survives, in the 

physiognomy of Richard Bonamy (85). 

The significance of the boots, horses, and the Duke lies in the 

cultural memory of that most magnificent of Victorian funerals, that of 

the Duke of Wellington in 1852. In the funeral procession, immediately 

behind the Duke's body, came his horse, saddled, with his boots 

dangling from the stirrups. The sight of the riderless horse was found very 

touching by the estimated 1.5 million spectators (Morley 83, 85). The 

riderless horse is not unique to Wellington's funeral: both Edward VII 

and Earl Mountbatten had funeral processions in which their horses, 

each with "her master's boots reversed in the stirrups," occupied 

prominent posi-tions (Bland 216, 258). 

In Jacob's Room, a riderless horse terrifies Clara, interrupting her 

read-ing of the inscription of the twenty-foot high bronze statue of 

Achilles which was dedicated to "Arthur Duke of Wellington and his 

brave companions in arms" and was made from captured French guns 

(Weinreb 813). 
"This statue was erected by the women of England ... " Clara 

read out with a foolish little laugh "Oh, Mr. Bowley! Oh!" 

Gallop-gallop-gallop-a horse galloped past without a rider . 

The stirrups swung; the pebbles spurted. "Oh stop! Stop it Mr . 

Bowley!" she cried, white, trembling, gripping his arm, utterly 

unconscious, the tears coming 167). 

Just as Clara gets to Wellington's name in the inscription, the riderless 

horse appears as if in his stead. Having just been thinking of Jacob, who 

becomes in the long view of history, one of the "brave companions in 

arms," Clara's terror and ihstantaneous grief are a premonition of and 

perhaps even simultaneous with Jacob's death in France. 

That the implicit reference to Wellington not be missed, Woolf brings 

him in on the next page in order to date an old woman whom Julia Eliot 

is to visit. The Duke is included peripherally in a long sentence with the 

following elements: "Julia shared the love of her sex for the distressed: 

liked to visit death-beds; threw slippers at weddings ... "(168) The old 

English custom of throwing old shoes at weddings makes the final image 

of Jacob's Room all the more tragic: it should have ended with Jacob's 

wedding rather than his death. Jacob's death, like that of the great Duke 

of Wellington, is marked by old shoes and a riderless horse. However, 

the ironic distance between the two events is not only a matter of history 

and stature, but also a result of the accidental quality of both Jacob's 

death and its markers. The Duke died an old man and a war hero; Jacob, 

a meaningless casualty of war, dies young, with his promise unfulfilled. 

Susan Bennett Smith 
Stanford University 



_ .. ----

A PROFILE OF THE VIRGINIA WOOLF SOCIETY OF JAPAN 

On May 15, 1979, the first issue of The Newsletter of Virginia Woolf 
Society of Japan was published. One year and a half before, Japanese 
Woolf scholars had begun to organize seminar meetings every other 
month in Tokyo for the purpose of establishing the Society. Since then, 
lneko Kondo, Professor Emeritus of Tsuda Juku University, has been 
president. Most of the original members are still active, introducing the 
young scholars as well as making their own studies. 

In autumn, 1980, they started to hold the Annual Conference of the 
Society and in addition .have kept holding yearly seminar meetings in 
January, March, July, and November. At the Conference, they have four 
speakers deliver their papers in the morning, and have both a sympos
ium by ,another four and a special lecture in the afternoon. The confer
ence is usually concluded with a party. Though the four morning speak
ers could choose any subject, the symposium was arranged to criticize 
each fictional work beginning chronologically with The Voyage Out in 
1980 and ending with Between the Acts in 1989, and they began to 
discuss the nonfiction, A Room of One's Own, in 1990 and plan to have 
Three Guineas in 1991. 

In 1984 after four issues of the newsletter, it was decided to publish 
The Virginia Woolf Review every year in which the members submit 
their papers and book reviews, and, when a bibliography of Woolf 
studies in Japan and a list of the members are available. According to the 
seventh issue of The Review, about fifty papers on Woolf are published 
every year in Japan and the number of members reached one hundred 
and fifty in 1990. Most of the Woolf studies in Japan are based on the 
traditional interpretations and criticism which have been introduced over 
the years by the senior scholars. They have made great efforts to 
introduce Woolf to the Japanese students and readers in general and to 
translate her works into Japanese. As a result, most of the young scholars 
tend to follow in their teachers' footsteps rather than to venture into the 
new criticism. Feminist criticism, for example, has not been accepted 
until recently even if a majority of the members are women. The result of 
this conservative atmosphere is that most of the papers and books have 
been written in Japanese rather than in English (as usually happens 
among English-major Japanese scholars). Therefore, the contribution of 
young scholars to Woolf studies in Anglo-American academic societies 
has been rather small in spite of their earnest and sincere attitude toward 
Virginia Woolf 

The situation, however, is changing and the Society will be more 
open not only to new scholars but to overseas scholars. Most of the 
members feel it necessary to catch up with the overseas (especially 
American) critics and would like to have an opportunity to exchange 
their opinions with them. As for the First Annual Conference in New 
York, most of the board members showed a great interest in it and even 
young members wished to attend it in the near future. I hope it will not 
take long to share Woolf studies across the ocean. 

Masami Usui 
Hiroshima University 
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Review: A PASSIONATE APPRENTICE: THE EARLY JOURNALS 
1897-1909, by Virginia Woolf, edited by Mitchell A. Leaska, 
Harcourt Brace Jovanovich, 1991 

Six years ago the five volume edition , magnificently edited by Anne 
Olivier Bell, of the Virginia Woolf diaries from 1915 to 1941, was com
pleted. Now, we have a fine edition of her earlier journals, from 1897 to 
1909. Although most of the text is in diary form, this, in contrast to the 
later work, is much more an unsystematic miscellany of fragments of 
varying lengths with lots of gaps. The volume starts on January 3, 1897, 
twenty-two days before her fifteenth birthday. That first diary runs 
throughout the year, although it is increasingly slight after July. She is still 
recovering from her breakdown after her mother's death in May, 1895. 
Indeed the most intriguing and perplexing aspects of the first journal are 
the drawn circles at the beginning of quite a few entries that appear with 
no apparent pattern, and at times have other associated markings. The 
editor speculates that they may possibly be a way of tracking her moods, 
but this is "pure conjecture." (p.6) 

The 1897 diary provides a rich sense of daily life, the busy London 
rounds of a young lady who though reading and studying, intensely, is 
not undergoing a formal education. As such, it has compelling 
biographical interest. But on the whole the entries, though engagingly 
written, are not particularly reflective; rather they are the intriguing 
jottings of a highly intelligent adolescent. There are, however, some 
deeper currents, as when she notes "to bed very furious and tantrum
ical." (p. 69) There is little evidence one way or another on the vexed 
issue of her true relations with her Duckworth half-brothers-unless the 
circles have some such significance. There is an ambiguous entry on 
May 24 which might indicate either an elder concerned that she mustn't 
stay up too late reading Carlyle's French Revolution, or something more 
sinister. "In the middle of my nightly forbidden reading, I shut up, think
ing G[eorge]. was coming. However, it was a false alarm, & the 1st vol. 
was finished." (p. 90) 

Yet there is also tragedy in the year. As Leaska points out, she may 
have felt somewhat guilty at not being sufficiently emotionally con
cerned about her half -sister Stella's illness and death, shortly after her 
marriage to Jack Hills. The forthcoming marriage is an important part of 
the year, including the buying of a lamp designed by W.A.S. 
Benson-excellent advanced arts & crafts taste-as a wedding present. 
There are the touching moments when she and Stella are in adjoining 
sick rooms when it appeared that Stella would recover, only to die a few 
days later. One wonders to what degree this experience shaped the writ
ing of the last days of Rachel Vinrace in The Voyage Out. It is striking 
that in her entry for January 1, 1898 she calls 1897 "the first really lived 
year of my life." (p. 134) 

But she did not continue to keep a diary in any systematic fashion, 
and most of the rest of the texts here are more fragmentary, largely writ
ten when she was out of London either on family summer vacations at 
home or abroad, or sometimes on her own (except for the faithful dog 
Gurth who also accompanied her to the London Library and irritated cab 
drivers by his dirty paws). The 1897 diary is followed by an account of 
seven weeks in the summer of 1899 in Warboys near Huntington. Then 
there is a gap unti I 1903 when she writes a series of I ittle essays about 
life in London and a holiday in Wiltshire . Her account of a family visit to 
St. Ives in 1905 for the first time in eleven years is also particularly 
interesting. She is writing with increasing skill and assurance. One is 
fascinated to see the beginnings of her career, as she becomes more and 
more active as a reviewer, first in the Anglo-Catholic Guardian in 1904 
but by the next year in several other publications, including the Times 
Literary Supplement. These years also marked the death of Sir Leslie in 
February, 1904 and the brave move, in the context of the times, of the 
four orphaned Stephen children from highly respectable Kensington to 
more indeterminate Bloomsbury, out of the range of their disapproving 
half-brothers. We also see the start of the Thursday evenings, the birth of 
Bloomsbury. The account of the trip to Greece and Constantinople in 
1906 is good travel writing but has its greater power not only in its prose, 
but because we, as readers, know the ultimate tragedy of the trip - Thoby 
will die in London in November from typhoid caught on the journey. 

So the writings one is so pleased to have here, although increasingly 
accomplished, have their greatest interest not primarily in their own style 
and strength but rather because they are written by the person who was 
on her way to becoming Virginia Woolf. The book ends with a visit to 



Florence in 1909 and a description of a tea party at Janet Ross's. It is 

written with assurance, power and is a splendid depiction of her fellow 

guests. Although there will be a six year gap until the diaries start again, 

the diarist is now fully formed. 
As Leaska admits, he may have over - rather than under - annotated 

but it is better to be told what one knows than to be left wondering. 

Perhaps some notice might have been taken that Elizabeth Garrett 

Anderson, whom Stella and Virginia consulted, was a pioneer woman 

doctor in England, and that her brother-in-law, Henry Fawcett, was more 

famous as a politician than as an academic. I suspect but am not sure 

that the Mr. Chamberlain mentioned in 1906 is Joseph rather than his 

son Austen. In any case, by that year neither was a Liberal. But these are 

minor points. Mitchell Leaska has put us further and considerably in his 

debt by this notable contribution to Woolf studies. 

Peter Stansky 
Stanford University 

Review: COVERT RELATIONS; HENRY JAMES, 

JAMES JOYCE, VIRGINIA WOOLF, 

by D.M . Fogel, University of Virginia Press, 1990 

Readers of Virginia Woolf will welcome Daniel Mark Fogel's impor

tant study subtitled Anxieties of Influence and the Revaluation of Mod

ernism. Drawing on Harold Bloom's understanding of literary influence 

and on feminist challenges to that understanding, Fogel has produced a 

suggestive, careful, and scholarly account of Henry James, qua literary 

Master, as the strong poet for two exemplary but very differently canon

ized modernists. Fogel's interest in the psychodynamics of influence is 

particularly productive in the case of Woolf, whose self-representations 

evince a consistently mixed response to patriarchal authority, by which, 

in Fogel's reading, she was both "oppressed and obsessed." By placing 

Woolf in context and contest with James's literary mastery, Fogel usefully 

recalls critical attention to her continuing engagement with modernist 

politics and poetics-an engagement that has been suppressed in much 

recent psychoanalytic and feminist "lycanthropy." In three detailed 

chapters, which comprise two-thirds of his study, Fogel draws on a wide 

range of Woolf's manuscripts, drafts, letters, notes and published texts, 

recovering James's presence as a powerful figure in and for Woolf's 

development as critic and creative artist. 

Fogel is himself something of a master in framing the telling detail. 

Foregrounding the psychopathology of Woolf's everyday life, he hunts 

down the slips of pen and tongue, the writerly parapraxes and cata

chreses in which Woolf records James's priority. Fogel reminds us that 

Woolf not only kept a presentation copy of James's portrait on her 

writing table at Asheham, but that she consistently linked James, in 

images of illness and influenza, with the dis-ease of literary infuence. 

Attending closely to material recently made available in the revised 

edition of Moments of Being, and to Woolf's various drafts of the essay 

"Phases of Fiction," Fogel stresses the extent to which family history, for 

Woolf, meant literary history: he reads her biographical narratives and 

her criticism as performances for repressing the writer as father, and the 

father as writer. His supple readings speak strongly to Woolf's early 

defensive investment in Leslie Stephen's career as author, as well as in 

that of his surrogate, James, stressing the energy and "belatedness" of 

Woolf's efforts to invent a reading public and to manage the stifling 

conventions of Victorian narrative, gender and power . Fogel's account of 

Woolf's anxiety of female authorship stands in productive tension to 

-4-

much recent work on Woolf's self-invention via the distaff line. It also 

suggests a potentially radical inversion of the influence model, whereby 

Harold Bloom might be interrogated in the practices of Bloomsbury. 

Against Woolf's anxieties about James, Fogel poses James's defensive 

investment in Woolf, raising the possibility of the countertransference of 

the living strong poet, and thereby reanimating Leonard Woolf's well

known query: "Did [James] invent us or we him?" 

For Fogel's purposes, the Bloomian model of influence may be least 

convincing as a mode of generating a sustained reading of Woolf's 

fiction. The assumption that she consistently writes, in large part, to keep 

James in abeyance may strike some readers as itself a kind of misprision, 

designed to reinscribe the Master in his proper place as the originator of 

authentic modernism. To his credit, Fogel is aware of the limits of his 

own model, but nonetheless feels compelled, as have many readers of 

Woolf, to account for the entire range of her career in particular and 

unitary terms. He consequently tends to assimilate Woolf's highly varied 

uses of James to the model of influence in a way that sometimes 

undifferentiates them. His detective work is most resonant with regard to 

plot and design in the early novels, in which Fogel convincingly 

uncovers traces, echoes and reversals of Jamesian donnees. By linking 

The Voyage Out with Daisy Miller and The Portrait of a Lady, and Mrs. 

Dal/away with The Ambassadors, Fogel accounts lucidly for particular 

obscurities, inclarities and struggles within those texts. His linking of the 

Ramsay family romance with Woolf's struggle against James as giver of 

the laws of representation adds much to recent work on To the Light

house. But Fogel's sense of Woolf in her later years as a writer oppressed 

by the weight of the Jamesian literary past is less convincing-especially 

for those who read Orlando, The Waves and Between the Acts as among 

Woolf's most celebratory accounts of the power of human fictions. 

Despite the virtually uncanny aptness of many of the links Fogel forges, 

the interested reader of Woolf may sense that he overreads: that Woolf's 

anxiety of influence is less specifically directed against James than Fogel 

would argue; that the movements of her later prose record deeper 

motives and desires than those of "brilliant imitations of Henry James's 

voice"; that Woolf's resistances to patriarchy, and her embrace of a 

complex strategy of narrative self-evacuation, have been learned from 

additional sources-not least those which would suggest the anxiety of 

maternal influence and loss toward which Fogel himself gestures. 

Reading Woolf's texts as a series of capitulations to this particular strong 

predecessor, Fogel undermines his own lucid insights into the epiphantic 

particularities, the Judie evasions, the resonant contingencies, of her art. 

The most powerful section of the book for many Woolf scholars will 

be its penultimate chapter, which traces an anxiety of Jamesian influence 

in Woolf's critical prose. Through careful study of selected essays early 

and late, Fogel delivers a convincing account of Woolf doing critical 

battle with the Master, waging a desperate and humorous struggle to 

create a voice of her own. Detailing Woolf's revision of and insistence 

on such signal Jamesian terms as "saturation," "transmutation," and 

"impression," Fogel argues that they become crucial to a developing 

literary doctrine that incorporated and attacked James's authority. For 

Fogel, however, such terms are unambiguously derivative of James; by 

insisting on the unconsciousness of Woolf's borrowings or misreadings, 

he tends to flatten out the delicious, even malicious irony that might 

have been Woolf s strongest inheritance from the Master. 

Yet Fogel also finally credits Woolf with a feminist originality that 

usefully challenges the very model of influence he consistently invokes. 

Remarking on Woolf's strategic development of metaphors of disease 

and containment, Fogel characterizes her as "the first serious modern 

student of literary influence," whose understanding of influence as illness 

virtually invents Bloom before the fact. He consequently urges the need 

for the strong critic, like Bloom, to think back through his suppressed 

foremothers, and to interrogate the gendered terms of his own under

standing of the poetic act. Such self-consciousness about current theo

retical models of literary transmission may record its own anxiety of 

feminist influence; nonetheless, it is deeply attentive to the difference 

that difference makes in literary genealogy, as both writers and scholars 

invent it. Beyond the insights into Woolf's art and career that it offers, 

Fogel's study will shape promising new directions for Woolf scholarship 

and for the study of modernism and its origins. 

Sara B. Blair 
University of Virginia 



Review: VIRGINIA WOOLF IN LOVE 
Christine Duhon, Une Annee Amoureuse de Virginia Woolf, 
Olivier Orban, Paris, 1990. 

Since Quentin Bell's biography of his aunt was published in 1972, 
many readers must have felt that Virginia Woolf would make a splendid 

character in a fascinating novel. Just as she relished in weaving real life 
characters and actual events into her fiction, her life inspires novel ists to 

do the same. 
The exotic, aristocratic looks of young Christine Duhon, or Christine 

Rheims as she signed her other two novels, and the fact that she was 

born in Casablanca would certainly have appealed to Virginia Woolf . 

She would have liked to imagine the story behind these fragmentary 

indications of an extraordinary life. Still, I doubt Woolf would have 
appreciated the rather convent ional Une Annee Amoureuse de Virginia 
Woolf , Duhon's rewriting of one of the most exciting periods of Woolf's 

life : her lcive for Vita and the writi ng of Orlando. 
One of Du hon's merits is that she tried to find a new angle on Virginia 

and Vita's much publicized relationship. A very personal and fresh read

ing of Orlando is unmistakably the basis. Duhon clearly prepared herself 

so thoroughly that after some pages even the well-informed reader starts 

to wonder if this or that actually happened and runs to the library to 
check the Letters, Diary and biographies. Because it is diff icult for such 

a reader to detach himself from the known "facts" of Woolf's li fe, it is 

really impossible to have a clear head about th is kind of "biographie 
romancee" in which the French excel. A reader who doesn't know any

thing about Woolf or Bloomsbury might give more valuable comments. 
Still, the first few pages don't succeed in arousing lasting interest. 

They lack sweep; they don't take away the possible prejudice against 

such semi-fictional biography. But if the reader's curiosity survives the 

begin-ning, the reward is a series of original touches to a story that has 

too often been told and retold. 
Christine Duhon succeeds in reducing Virgi nia, Vita and Violet to 

human proportions, without tearing the veil of romantic mystery that sur

rounds them. Duhon sees through their motives when she writes that 

they transform each other into paper characters to have more power over 

each other. "Elle (Violet) aussi la (Virginia) transformerait bien en person

nage de papier pour lui derober son ame. Les livres existaient pour cela." 

(113) Duhon herself doesn't really steal her characters' souls, but the 

recurring image of Woolf "r ecuperating " Vita by turning her into 
Orlando is a powerful one. Duhon's Woolf is the writer as a thief, and 

also as a pitiful prisoner of her own art. But the fundamental sense of un
happiness surrounding Woolf is hard to accept. 

Leonard Woolf and Harold Nicolson totally lack lustre and depth in 

Duhon's novel. They remain shallow, unsympathetic monotypes, belit

tled by their formidab le wiv es. Vanessa, Clive, Duncan, Julian, Quentin 

and "Fry Roger Eliot "-an index hybrid of T.S. Eliot and Roger Eliot 
Fry?-wander in the background, names without identity . 

Al though the material is undoubtedly rich and complex enough for a 

great novel, Christine Duhon's Une Annee Amoureuse doesn't live up to 

the reader's expectations. The intelligent and surprisingly daring touches 

don't succeed in liftin g the whole. 
Peter Jacobs 
Brussels 

Review: TRADITION COUNTER TRADITION: 

LOVE AND THE FORM OF FICTION by Joseph Boone, 
(U of Chicago P, 1987) and EROTIC FAITH: BEING IN LOVE 

FROM JANE AUSTEN TO D.H. LAWRENCE by Robert 

Polhemus (U of Chicago P, 1990). 

To the Lighthouse plays a significant part in two recent, illuminating 
stud ies of love in the novel. In Boone's treatment, To the Lighthou se 
figures as a primary example of the "co unter-tradition ." In Polhemus's 

study, To the Lighthouse epitomizes "the art of love" and provides a brief 

but intriguing epilogue to the ten Victorian and early modern novelists 

d iscussed in the body of the book . For both Boone and Polhemus, 
Woo lf' s novel represents a departure fro m Victorian norms and looks 

forw ard to the "shapes and forms of love arid art to come" (Polhemus 
310). Both works should be of great interest to VWM readers, not only for 
the provocative readings of To the Lighthouse but for the original studies 

they provide of the novel's historical engagement wi th love and marriage. 
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Boone's study is pr imarily interested in the relationship between 

novelistic form and the ideolog ies of marriage. He argues persuasively 
that certain narrative patterns (in particular interplays of tension and 

closure) reinforce the socially accepted views of courtsh ip, seduction 
and wedlock promoted in traditional novels. Boone perceives the 

dominant ideology of a companionate marriage as limiting and 

oppressive because it is based on inevitably hierarchical concepts of 
gender difference (the "opposites attract" ideal of marriage as a balance 
of contrary temperments). Those novels most successful in resisting the 

traditional form and thematics of wedlock fiction make up a counter
trad ition that Boone subdivides into three categories: novels of uneasy 
wedlock, which move beyond the happily-ever-after conclusion of 

courtship novels to show the unresolved difficulties inherent in the 

inequal ity of marriage; novels of (American) male quest romance, which 

reject marriage as the primary mode of personal fulfillment; and novels 

of fema le community, wh ich similarly resist the set comic and tragic 

conclusions of traditional love plots. 

To the Lighthouse falls into the first category of the counter

traditional as a novel of "uneasy wedlock," and Boone discusses it in a 

chapter that also analyzes Wuthe ring Heights, Daniel Deronda, and The 
Golden Bowl . Boone reads To the Lighthouse as a modernist and 
feminist revision of "the Vi ctorian mar ital ideal embod ied in the 

Ramsays' union of comp lementary opposition" (201 ). He argues that the 
perspect ival shifts of the narrative, the focus on two "non-eventful" days, 

and the ten-year gap of "Tim e Passes" with Mrs. Ramsay's parenthe

tically noted death, insistently return the reader to "the question formed 
by the Ramsays' wedded life" (207). Woolf's depiction of that marriage 

reveals the split between marital role and inner essence that the gender 

bias of Victorian marriage produces. Boone pays close attention to the 

three scenes in wh ich Mrs. Ramsay withdraws into the richness of her 
inner self only to have that w ithdraw al interrupted by her husband's 

intrusive demands. He concludes: "An essential part of Mrs. Ramsay's 

ident ity cannot exist wit h her husband, and thi s is a truth she w ill die 

without facing" (206). 
The narrative shift to Lily Briscoe puts the "specificall y female con

flict between marital ro le and independent fulfillm ent" into a context 

with new possibilit ies (208). Lily's meditation in comp leting her painting 
" reinvents" the Ramsay marriage conflict and finds a way to resolve it: 

"the miracle of unity and difference must be recognized w ithin the single 

frame, not parceled out into fa lsely externa lized, gender associated 

oppositions" (213). But it is crucia l to Boone that Lily 's painting prov ides 

on ly a symbolic resoluti on and "th at the Ramsays themselves have 
resolved nothin g" (213). Thus, in spite of the aesthetically satisfying 

conc lusion of To the Lighthouse, Woolf's overall structure mirrors the 
unresolved tensions of the Ramsay marriage. Boone makes a compell ing 
connectio n between Woolf's formal experimentation and her challenge 

to tradit ional marriage ideology. 
Polhemus's Erotic Faith focuses more di rect ly on the experience of 

being in love as it is rendered in and shaped by the novel. As the t itle 

indi cates, Polhemus is inte rested in how love supplants or augments 
orthodox religious faith-h ow, in an increasingly secularized culture, love 

takes on relig ious functio ns. Polhemus expl icates the variety of ways 
love expresses the impulses of faith in readings of ten different novelists, 
who each offer distinctiv e visions of being in love. As such, his treat

ments of novels Boone discusses as "traditiona l" (Pride and Prejudi ce, 



Villette, and Great Expectations) give greater emphasis to what new 
articulations of erotic sensibility animate these texts. Among the issues 
Polhemus examines is the Victorian eroticizatian of the family and its 
connection with incest motifs (particularly in Dickens, Emily Bronte, Eliot 
and Joyce). These dicussions should be of great interest to Woolf scholars 
grappling w ith the issues raised by Louise De Salvo's recent book. 

The brief epilogue on To the Lighthouse does not discuss the dynam
ics of the Ramsay marriage, for Polhemus finds the expression of love 
most vividly embodied in Lily Briscoe and her relation to Mrs. Ramsay. 
Like Boone, Polhemus acknowledges that the shift from the w ife and 
mother to the unmarried artist could be read as a move from "erot ic to 
aesthetic faith" (308). But Polhemus argues that that reading wou ld 
oversimplify what Lily means by love, which, she muses, has " a 
thousand shapes." Love motivates Lily's painting, and the dicussion of 
Lily Briscoe forms a fitting conclusion to Polhemus's attention 
throughout the book to paint-ings that contribute to and exp li cate 
Victorian erotic awareness. Lily's love for Mrs. Ramsay enables her art 
and survives both Mrs. Ramsay's death and the severing shock of world 
war; it informs her artisti c vocation. " In Woo lf 's novel and in Lil y's 
painting, love becomes art, but then art becomes the possible occasion 
to set love flowing again" (308). Lily Briscoe is an important figure in the 
novelistic vision of love because she is both extremely distant from the 
standard "woman in love" and yet so thoro ughly Immersed in love. For 
Polhemus, the crucial passage in To the Lighthouse is Lily's perceptive 
and passionate paean to love: 

From the dawn of time odes have been sung to love; wreaths 
heaped and roses; and if you asked nine people out of ten they 
would say they wanted nothing but thi s-l ove; while the women , 
judging from her own experience, would all the time be feeling, 
This is not what we want; there is nothing more tedious, puerile, 
and inhumane than this; yet it is also beautiful and necessary. 

This complex ambivalence resolved into beauty and necessity is, of 
course, a source of pain and struggle-but it is also a source of art and 
what Polhemus describes, in a variety of manifestations, as erotic faith. 

These two critical studies are instructively different, yet they both are 
rich ly detailed and consistently enlightening. Boone's approach, avow
edly one of ideolog ical analysis, makes use of a broad range of feminist 
treatments of the novel in a style that is engaging and always clear. 
Polhemus is attuned to the interactions of text and ideolog ical structure 
as well , but his attention is more often drawn to the language of memor
able passages and a viv id sense of how they are read and experienced. 
The wit and liveliness of his prose seems driven by a passion appropr iate 
to the subject matter- a sense of the everyday undeniable importance of 
writing, reading and loving. 

Christopher Ames 
Agnes Scott College 

SHAKESPEARE'S SONNET 7 IN WOOLF'S THE WAVES 
Has any one read Shakespeare's Sonnet 7 lately? When I did it struck 

me as yet another sign of Shakespeare's influence on Woolf . 
Sonnet 7 and The Waves both get their structure from the arc of the 

rising and setting sun. Although Shakespeare never uses the word "sun", 
it is the poem's preva il ing image, evoked by the words orient, light, 
burning head, heavenly, golden pilgr image, car, and echoed by the last 
word, "son". 

Shakespeare begins his sonnet in the East, the Orient , whe n the 
"gracious light/Lifts up his burning head" (lines 1-2). Woolf, too, begins 
in the East, with the sun rising and clearing the sky. 

With the middle quatrain of Shakespeare's sonnet the sun has climb ed 
the steep-up heavenly hill," (line S) and resembles "strong youth in his 
midd le age" (line 6). Exactly half way through Woolf's novel the noon
time sun "beat(s) on the crowded pinnacles of southern hills" (148). And 
light on the backs of the waves "rippl e(s) as the backs of great horses 
ripple with muscles as they move" (150). 

In both Sonnet 7 and The Waves, hi lls and strength at noon give way 
to unsteadiness and dem ise at sunset. The last quatrain of the sonnet 
thusly pictures the sun:" Like feeble age, he reeleth from the day'' (line 10). 
In the second half of Woolf's novel, wh en the sun is sinking, Woo lf 
wri tes, "The hard stone of the day was cracked ... "(207). When the sun 
sets, "The substance had gone from the solid ity of the hill s" (236) 
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Shakespeare describes nature using human imagery. The sun climbs a 
hill, resembles "youth in middle age," goes on a pilgr image, and reels 
from the day. The sun is the "unlooked on hero" of Shakespeare's son
net. The rising sun as a woman raising a lamp over the sea is only one of 
Woolf's many human metaphors for nature. 

But whi le Shakespeare uses human terms to describe a part of nature, 
the sun, his larger metaphor is that a man (without a child) dies unlooked 
on just as the sun, ending its pilgrimage, no longer attracts worshipers. 
The human and the natural merge in Shakespeare's poem, as is most 
clearly evidenced by his ending word "son" being a pun on "sun" . 

Woolf , however, uses the cycle of nature as a structure for her novel 
and makes human endeavor subordinate to nature. The lives of Woolf's 
characters do not simply parallel the passage of the sun across the sky, 
but rather are compelled forward, whether or not they are prepared, as 
the sun passes through its own unwavering phases. 

Both the sonnet and The Waves contain an archetypal hero and a con
trasting human hero. In Sonnet 7, the archetypal hero is the sun, to whom 
"each under eye/doth homage" Oines 2-3), and whose "sacred majesty" is 
"serve(d) with looks" (line 4). This hero is strong, beautiful, adored by 
mortals, and maker of a "golden pi lgrimage" (line 8). But he fades into 
obscur ity , wh ich Shakespeare calls dying at noon since it is an un 
necessary death. Shakespeare's real hero is as glorious as the sun; how
ever the real hero has the potential to live on past noon by having a son. 

We all know that Woo lf intended Percival to be a still attractive if 
obsolete hero. As does the sun in Sonnet 7, Percival dies childless and 
unheroically at noon, his fal l from a horse an unnecessary death: "Yet if 
some one had but said: 'Wait ' ; had pulled the str ap thr ee holes 
tighter ... "(152), Also just as Shakespeare's childless hero wi ll be, Percival 
begins to be "un looked on" (line 14) even as Bernard grieves; Bernard 
does not dwell on his sorrow for more than "half an hour." He says, "Yet 
already signals begin, beckonings, attempts to lure me back" (154) 

Bernard the modernist hero, despite the phrases and the child he can 
leave behind, dies intertwined with the other characters, nothing special, 
lik e a wave re-entering the sea from which it has mom entari l y 
disassociated itself. 

I believe that Woolf paralleled the structure of Sonnet 7 not simply to 
praise Shakespeare, but to cha ll enge his insistence that exemp lary 
characters necessarily live on through their chi ldren, and that they owe it 
to posteri ty to reprodu ce themselv es. In Shakespeare 's sonnet the 
glorious sun makes one golden pilgrimage and then dies as eyes, "fore 
duteous , now converted are" (lin e 14). The sun's death is fin al and 
mournful. And the "unlook'd on " death (line 13) that Shakespeare 
predicts for the man he addresses is full of forebod ing. 

Woolf , on the other hand, evokes an image of a repeating cycle rather 
than a single pilgrima ge. Bernard flin gs himself, "un vanquished and 
unyielding" (297), against his enemy, death. But Bernard's death is an 
incidenta l part of a pattern "After Mond ay, Tuesday comes," Bernard has 
said (267). Bernard evokes neither his phrases nor his son to save him 
from death; however the waves cont inue to break on the shore. Bernard, 
having become one with the rest of humanity, l ives on as process of 
individu ation and integration. 

Robin Hackett 
Sonoma State University 



VIRGINIA WOOLF MISCELLANIES CONFERENCE June 7-9, 1991 
Pace University, One Pace-Plaza, New York NY 10038 

(East of City Hall, South of Brooklyn Bridge) 

Friday, June 7 • = concurrent sessions 

12:00 - 1 :30 REGISTRATION Schimmel Lobby, Pace Downtown Theater 

1 :30 - 1 :45 Opening Remarks Schimmel Theater 

1 :45 - 3:00 WOOLF, READING, AND READERS 
"Maternal Reading: Woolf and Feminist Reader-Response Theory" 

Elizabeth A.Flynn, Moderator (Michigan Technological U) 
"Virginia Woolf, Conversation, and the Common Reader" 

Beth C. Rosenberg (New York U) 
"The Coterie and the Common Reader" 

Alex Zwerdling (U of California, Berkeley) 

*3: 15 - 4:30 A MODERNIST ABERRATION: READING WOOLF IN 

THE CONTEXT OF POSTMODERNISM 
"Preserving a Discourse of Differerice and a Difference of Discourse" 

Rossanne Hoefel (Iowa State U) 
"'What Does it Mean? How Do You Explain it All?' Virginia Woolf: 

A Postmodern Modernist" 
Ann Marie Hebert (Case Western Reserve U) 

"Fascism and Madness: Woolf Writing Against Modernism" 
Teresa Heffernan (U of Toronto) 

*3:15 - 4:30 WOOLF, CLASS, AND EMPIRE 
"Woolf's Criticism of the British Empire in The Years" 

Kathy J. Phillips (U of Hawaii at Manoa) 
"Taking a Leaf from Virginia Woolf's Book: Empowering the Student" 

Beth Rigel Daugherty (Otterbein C) 

"Vast Nests of Chinese Boxes, or Getting from Q to R: 
Critiquing Empire in 'Kew Gardens' and To the Lighthouse" 

Jeanette McVicker, (SUNY at Fredonia) 

*4:45 - 6:00 WOOLF AND CONTEMPORARY WRITERS 

Eileen Barrett, Moderator (California State U at Bakersfield) 

"Virginia Woolf from a Latin American Perspective" 
Antonia, Garcia-Rodriguez (Pace U) 

"Tea with Virginia: Woolf as an Early Mentor to May Sarton" 
Deborah Straw (Writer), Carol Ascher (Writer), Jane Lazarre (Writer) 

*4:45 - 6:00 ELEGIES: DEATH AND MOURNING 
"Virginia Woolf's Grief Work" Susan Bennett Smith (Stanford U) 

"Woolf's Elegaic Enterprise" Karen Smythe (U of Regina) 

"Death and Woolf's Festive Vision" Christopher Ames (Agnes Scott) 

"Eternal Renewal: Death and Grieving in The Waves" Louise Poresky (Marist C) 

6:15 - 7:00 
"Woolf as 'Landscape Artist' and Cultural Historian : Talland House, 

To the Lighthouse and The Waves'' A video project. 
Leslie K. Hankins (U of N Carolina at Chapel Hill) 

Saturday, June 8 
9:30 Open Meeting to discuss future direction of the Virginia Woolf Miscellany 

(J.J. Wilson, Chair) 

*10:00-11:15 VIRGINIA WOOLF AND HER EXPERIMENTALIST 

CONTEMPORARIES: MANSFIELD, RICHARDSON, AND STEIN 

"Virginia Woolf and Gertrude Stein: Subversives Extraordinaire" 

Judith Allen , Moderator (U of Delaware) 
"Woolf, Richardson, and the Search for Elastic Form: Getting 'Everything' In" 

Julie Mody (U of Delaware) 
"Virginia Woolf and Katherine Mansfield, or The Case of the Declasse Wild Child" 

Evelyn Haller (Doane C) 

*10:00 - 11:15 '"A ROPE TO THROW THE READER': THE READING OF 

RHYTHM IN VIRGINIA WOOLF" 
A Discussion moderated by Patricia Laurence (Vassar C/City College of CU NY) 

John Briggs (W Connecticut State U) 
Marilyn Zucker (SUNY at Stony Brook) 
Elizabeth Cabot (Stonehill College) 
Beth C. Schwartz (U of Florida at Gainesville) 
Leslie K. Hankins (U of North Carolina at Chapel Hill) 

*11 :30 - 12:45 WOOLF AND WAR 
"Patriarchy and War" Andy Delohery (W Connecticut State U) 
"A Novelist's Answer to the Problems of War" 

Joselyn Zimardi (W Connecticut State U) 
"A Woolfian Perspective on the Persian Gulf Crisis" 

Gail Fay (W Connecticut State U) 
"Revolution in Writing" 

Susan Suchy (W Connecticut State U) 

*11 :30 - 12:45 INTERTEXTUALITIES: WOOLF, DOSTOEVSKY, 

YOURCENAR, WELDON 
"Interiors : Woolf and Dostoevsky" 

Penny Colburn-McGuire (Pace U) 
'"Necessary Bore' or Brilliant Novelist?: What Yourcenar Understood 

about Woolf's Text" 
Judith L. Johnston (Rider C) 

"Dear Reader: Transforming Romance and Intercepting 
Acculturation in Woolf and Weldon" 

Denise Marshall (Heidelberg C) 
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*11 :30 - 12:45 READING AT RANDOM 
"Virqinia Woolf and Murasaki Shikibu: A Question of Perception" 

Cather ine Nelson-McDermott (U of Alberta) 
"The Influence of John Waller 'Jack' Hills on Virginia Woolf" 

Penny Painter (Sonoma State U) 
"Two Figures Standing in Dense Violet Light : Milton, Woolf, and 

the Epic Vision of Marriage" 
Lisa Low (Pace U) 

2:00 - 3:15 LIFE/STUDIES: PSYCHOBIOGRAPHY AND VIRGINIA WOOLF 

Vara Neverow-Turk, Moderator (Southern Connecticut State U) 

'"In a house with no privacy': To the Lighthouse, Co-Dependence, 

and Feminist Theory" 
Jane Lilienfeld (AIS) 

"Virginia Woolf: Incest Survivor" 
Louise A. DeSalvo (Hunter C) 

"Woolf and Freud" 
Judith Lutzer, C.S.W. 
(title to follow] Roger Poole (Nottingham U) via Mark Hussey 

*3:30 - 4:45 VIRGINIA WOOLF SEEKING OTHER WORLDS WITH NEW 

LANGUAGE, VISION, AND RITUAL 
"Notes from Underground: Lesbian Myth and Ritual in the 

Writings of Virginia Woolf" 
Patricia Cramer (Xavier U) 

"Virginia Woolf's Mountain Top-That Persistent Vision" 
Penelope Cardish (Goucher CJ 

"Between the Acts: Feminist Theory, Feminine Language" 
Merry Pawlowski (California State U at Bakersfield) 

*3:30-4:45 TIME, EMBODIMENT AND THE PROBLEM OF SEPARATION 

IN THE NOVELS OF VIRGINIA WOOLF 
"Life Without Boundaries" 

Amanda Grant (Pace U) 
"Silence, Time, and Space" 

Kathy Brady (Western Connecticut S U) 
"Embod iment and Language in Virginia Woolf" 

Jane Moore (Western Connecticut State U) 

*5 :00 - 6:15 A WRITER'S WORKSHOP WITH VIRGINIA WOOLF 

A performance piece by Robin Gunther (W Connecticut State U) with Virginia 

Hromulak, Timothy Francisco, Ed Hagen, Charles Gardner (WCSU) 

*5:00- 6:15 A ROUNDTABLE DISCUSSION ON TEACHING 

TO THE LIGHTHOUSE 
Beth Rigel Daugherty, Co-moderator (Otterbein C) 

Mary Beth Pringle, Co-moderator (Wright C) 
Marcia McClintock Folsom (Wheelock C) 
Nancy Topping Bazin (Old Dominion U) 
Sally Jacobsen (Northern Kentucky U) 
Katherine Hill-Miller (Long Island U, C. W. Post Campus) . 
Susan Yunis (C of St. Scholastica) 

6:30 - 7:30 "Mrs. Dalloway and the A irplane" music -theatre by Lisa Peterson with 

music by David Bucknam 

Sunday, June 9 · 
*10:00-11:15 LEONARD AND VIRGINIA WOOLF WORKING TOGETHER 

"Leonard and Virginia Woolf Working Together" 
Wayne Chapman (Washington State U) 

"Leonard Woolf, the League of Nations Society, and the Journal 

War and Peace, 1916-1918" 
Janet M. Manson (Kansas State U) 

"Leonard Woolf: The Pivot or Outsider of Bloomsbury" 
Jean Moorcroft Wilson 

*10 :00-11:15 THE RHETORIC OF VIRGINIA WOOLF'S FEMINISM 

"Was Virginia Woolf a Feminist Critic?" 
Elaine K. Ginsberg (W Virginia U) 

"Virginia Woolf and Postmodern Feminism" 
Pamela Caughie (Loyola U) 

"Tradition, Resistance and Rewriting in Virginia Woolf's Essays" 
Catherine Sandbach-Dahlstrom (Stockholm U) 

"Writing the Feminine : Virginia Woolf and the Making of 
Feminist Histor(iograph)y" 

Sara Blair (U of Virginia) 

*11 :30 - 12:45 FROM MEL YMBROSIA TO BETWEEN THE ACTS" 
Why Did Rachel Vinrace Die? Tracing the Clues from Melymbrosia to 

The Voyage Out" . 
Laura Dav is-Clapper (Kent State U) 

"New Light on Melymbrosia" 
Elizabeth Heine (Bermuda C) 

"Virginia Woolf's Uncommon Reader: Allusions in Between the Acts'' 
G. Patton Wright (UCLA) 

*11:30 - 12:45 THE OSCILLATING VISION OF VIRGINIA WOOLF : 

VIEWS OF WOMEN AND CHILDREN 
"To the Lighthouse : Virginia Woolf and Victo rian Childhood" 

Camille Guthrie (Vassar C) 

"Women Creating: Mothe rs, Artists, and Social Reformers" 
Jennifer Smith Vassar C) 

12:45 - 2:00 Closing Reception 



VIRGINIA WOOLF SOCIETY COLUMN 
Welcome to new members, both those who joined during the 

Chicago MLA meeting, and subsequently. The Society sponsored two 
panel sessions at the 1990 MLA: "Virginia Woolf and Humor" (organized 
by Vara Neverow-Turk) and "Virginia Woolf and the Tradition of the 
Essay" (organized by Marilyn Zucker). Each was well attended and pre
sented the audiences stimulating scholarship. 

Elections for new officers of the Society were also held. Karen L. 
Levenback is our new President, and Mark Hussey was elected 
Secretary/Treasurer. 

Two sessions are planned for the 1991 MLA in San Francisco: "Virginia 
Woolf's Between the Acts: A Postmodern Text?" is being organized by 
Judith Allen. "Who is this woman called Woolf?: Critical and Bio
graphical Constructions of Virginia Woolf" is being organized by Denise 
Marshall and Jane Lilienfeld. 

Many Society members are participating in the Virginia Woolf 
Miscellanies conference being held this June 7-9 at Pace University in 
New York City (see the program in this issue of VWM) . If there is anyone 
who has not received registration information, please contact me at 212 
346-1405 . 

The Summer School on Bloomsbury at Birkbeck College of the U of 
London includes lectures and seminars by Gillian Naylor, Frances 
Spalding, Judith Collins, and Jean Moorcroft Wilson, as well as visits and 
walks to Bloomsbury sites. £250 fee: contact Dr. Francis Ames-Lewis, 
Director of Studies, Bloomsbury & Bloomsbury Group Summer School, 
43 Gordon Square, London WCl H OPD, England for more details. 

SONOMA STATE UNIVERSITY 
Virginia Woolf Miscellany 
Department of English 
Rohnert Park, California 94928 

ADDRESS CORRECTION REQUESTED. 

Jane Marcus read her paper "Britannia Rules The Waves" at the 1990 
HLA, and it will be published in Karen R. Lawrence, ed. Decolonizing 
Tradition : New Approaches to Twentieth Century British Cannons (U of 
Illinois); her "Other People's l's (Eyes): The Reader, Gender and Recursive 
Reading in To the Lighthouse and The Waves" was published in Reader 
22 (Fall 1989): 53-68. Catherine Nelson-McDermott writes from Alberta 
that her M.A. thesis, Murasaki Shikibu and Virginia Woolf: A Question of 
Perception is completed . Karen Levenback is. at work on A Chasm in a 
Smooth Road, her study of how Woolf came to terms with the Great War. 
And, on a similar subject, Virginia Woolf and War: Fiction, Reality, and 
Myth, collection of essays edited by Mark Hussey, will be out from 
Syracuse U P at the end of this year, part of their Studies in Peace & 
Conflict Resolution Series. Please send news of publications, etc. to 

Mark Hussey 
Secretary/Treasurer, VWS 
Pace University 

Xanadu invites the submission of articles on the work of Virginia 
Woolf and related material. Articles should use feminist 
approaches, conform to MLA documentation style, and not exceed 
twenty pages in length . Send with SASE to B. Fruchter, Articles 
Editor, Xanadu Literary Magazine, Box 773, Huntington, NY 11743. 
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