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TO THE READERS: 
Two letters from abroad. Masami Usui writes from Hiroshima 

University: "On October 23, 1992, the 12th Annual Conference of the 
Virginia Woolf Society of Japan was held in Tokyo, with a special 
guest speaker, Dr. John H. Stape. At this meeting, one of the 
founders of our society and president since its birth, Ms. Ineko 
Kondo, resigned her position and decided to remain as trustee . 
Professor Yoko Sugiyama of K wansei Gakuin University was elected 
as our new president. Our new secretary is Ms. Tae Yamamoto, 
Faculty of Law, Doshisha University, Miyakodani, Tatara, Tanabe, 
Kyoto, Japan, 610-03 (Tel: 07746-5-7206; Fax: 07746-5-7069." 

Maire McQueeney writes from Brighton that the destruction of 
Asham House is imminent but that there remains a chance the 
Lewes Distict Council will choose to preserve it. She urges us all to 
write: Mr. Howe, Lewes District Council, Lewes House, 32 High St., 
Lewes, East Sussex, BN7 2LX, UK. 

Pat Cramer and Eileen Barrett invite proposals and/ or articles for 
a collection called "Virginia Woolf: Lesbian Readings." They seek 
articles that place Woolf's work in the context of lesbian literary, 
social and political traditions and invite articles on the autobio
graphical writings, the novels, and the essays which are informed by 
lesbian feminist theories. (Send them to Eileen: English Department, 
California State University Hayward, Hayward, CA 94542 or to Pat: 
English Department, University of Connecticut, 641 Scofieldtown 
Road, Stamford, CT, 06903-2899). Helen Wussow (Department of 
English, Memphis State University, Memphis, TN 38152; tel: 901 756-
8953) invites submissions for a collection of essays titled Virginia 
Woolf: Innovative Approaches. She calls for papers that employ new 
strategies to reading Woolf-as-subject and her writings or that ques
tion previous interpretations of Woolf. Proposals are also invited. 
Regarding the much anticipated Third Annual VW Conference, one 
of its organizers, Krystyna Colburn, requests that anyone who can 
donate anything to a fundraising "silent auction" to contact her at 
P.O. Box 1396, Arlington, MA 02174. Due to the generosity of my 
chairperson who offered to stand in for me at Stanford's graduation, 
I will see some of you in Jefferson City. Thank you, Ron. 

Lucio Ruotolo 
Stanford University 

The Fall issue (#41!) of the VWM will be edited, as announced 
earlier, by Denise Marshall, Dept. of English, Swetrnan 40/D, SUNY
Oswego, Oswego, 13126. Her telephone number there is 315 341-2600. 
However, as the summer will be coming, she wants you to have her 
home address and telephone number also: 14.549 West Bay Rd., 
Sterling, N.Y., 13156, 315 947-6603 (and there is a message machine). 
Her "theme" will be Virginia Woolf and Popular Culture, both the 
responses of today's popular arts to Woolf as Icon and Idea and 
Woolf's own relationship to the popular culture of her times. Denise 
wants a broad range, from Edward Albee's title to T-shirts. Popular 
fiction, music, cartoons, jokes, other imagery, anything that will 
demonstrate how Woolf has become woven into the other arts and 
areas of life. Call her up and brainstorm, if you are interested in the 
topic. Deadline for manuscripts (and remember, the shorter the bet
ter, as our format is tiny and shrinking if we don't get some more 
contributions from our readers out there!) will be Friday, September 
10 .. Send any monetary donation or checks made out to the SSU 
Academic Foundation, with the English Department address as 
printed on your VWM. 
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FROM THE READERS: 
We must thank Patricia Laurence for her article "Virginia Woolf 

and Music," Miscellany, 38 (Spring 1992), on a much neglected 
though important topic, as she points out. She did not include, 
however, a reference of considerable significance found in Woolf's 
letter of 4 September 1940 to Mrs. R.C. Trevelyan (Letters, vol. 6). 
There Woolf actually spells out the musical structure of her biogra
phy of Roger Fry and states that "I always think of my books as 
music before I write them." The full text runs as follows: 

It was delightful of you to write to me about my life of 
Roger. You have found out exactly what I was trying to 
do when you compare it to a piece of music. Its odd, for 
I'm not regularly musical, but I always think of my 
books as music before I write them. And especially with 
the life of Roger,-there was such a mass of detail that 
the only way I could hold it together was by abstracting 
it into themes. I did try to state them in the first chapter, 
and then to bring in developments and variations, and 
then to make them all heard together and end by bring
ing back the first theme in the last chapter. Just as you 
say, I am extraordinarily pleased that you felt this. No 
one else has I think. 

As a musicologist interested in the frequent references to music 
that appear in Woolfs letters and diary, I am sorry to report that 
many of them have been omitted from the indexes to the Letters. 

Bathia Churgin 
Dept. of Musicology 
Bar-Ilan University 
Ramat Gan, Israel 52900 

REFLECTIONS ON THE ANNUAL CONFERENCE 
On the snowy afternoon of February 15, 1993, Mark Hussey 

and I were sorting through 200+ panel and paper submissions for 
the Third Annual Conference on Virginia Woolf. As principal 
organizers of the past two conferences, we were happy to be ful
filling our blissfully marginal role as a mere 1/5 of a ten member 
program committee. Organized by Jane Lilienfeld, the third con
ference, Virginia Woolf: Emerging Perspectives, will take place 
from June 10-13, 1993 and will be hosted by Lincoln University, an 
historically Black institution located in Jefferson City, Missouri, 
and will be, for the first time, sponsored officially by the Virginia 
Woolf Society. As we reviewed the proposals and tentatively clus
tered them into panels, we had flashbacks to mid-February of 1992 
when another program sub -committee met to plan the second 
annual conference, the one that I was organizing. 

That committee met on a chilly Saturday in a classroom at 
University of Connecticut-Stamford. Pat Cramer, one of the core 
program committee members, had generously arranged for us to 
use her campus facilities. The other core members present were 
John Briggs of Western Connecticut State University, my confer
ence assistant Donna Risolo, Mark and, of course, me. During that 
marathon meeting-six grueling hours-we carefully reviewed 
and discussed the 120 paper and panel proposals. Sustained by the 
coffee, cookies and juice Pat generously provided, we grouped the 
materials into sessions and designed the format of the conference. 
Knowing that our concentration and judgment were affected by 
the sheer duration of the meeting, we referred our decisions to the 



larger committee (Kathy Hill-Miller, Denise Lynch, Marcia 
McGowan, and Beth Rosenberg) for ratification. At their sugges
tions, we wisely reversed some less perceptive decisions and 
included additional papers and panels. 

Back at Mark's house this February, I glanced out the window 
as the early evening shadows advanced over the wintry scene and 
thought of the pristine June sunshine that had blessed the second 
annual conference. Held in New Haven at the Quality Inn 
Conference center and coordinated by the Southern Connecticut 
State University Women's Studies Program with support from 
Western, Eastern, and Central Connecticut State Universities, 
Virginia Woolf: Themes and Variations was (to my surprise, relief, 
and delight) a great success. Mark Hussey's landmark first annual 
conference, Virginia Woolf Miscellanies, had set the tone for all 
subsequent Woolf gatherings-the deliberate de-emphasis of hier
archy and competition, the focus on pedagogy and the common 
reader, the inclusion of marginalized voices, the celebration of the 
eclectic, all fostered the continuity of the conversation-and I was 
proud to see that the second conference sustained the tradition. 
The three-credit graduate and undergraduate course, Virginia 
Woolf: Crossing the Disciplines, offered in conjuction with the con
ference, was also a great success. Students were literally saturated 
with Woolf lore: guest lecturers included Beth Daugherty, Evelyn 
Haller, Jane Lilienfeld, and Jean Moorcroft Wilson and, in addi
tion, the students attended the four day conference. 

Like those who attended the first annual conference, the regis
trants at Virginia Woolf: Themes and Variations seemed to be 
unanimous in their enthusiastic praise. The featured speakers
Louise DeSalvo, Lucio Ruotolo, Jane Marcus-were provocative 
and their talks ranged in focus from practical pedagogy to romantic 
anarchy to engaged ideology; the performances were superb-the 
Aphra Behn Theater Company's Gina Reiss produced and directed 
an extraordinary version of Edna O'Brien's Virginia with her sister 
Anne Reiss; Ellen McNally, Assistant to the Dean of the Yale 
Drama School, directed a staged reading of Dianne MacLeod's Two 
Together, an original play based on the lives of Virginia and her sis
ter, Vanessa Bell; Marilyn Zucker organized conference participants 
into Virginia and Friends, a re-creation of a live radio interview with 
Virginia's intimates. Most panel presentations were remarkable for 
their uniform excellence---or so reported those participants who 
were able to focus on the conference itself. 

Overheard conversations indicated that the spectrum of pre
sentations was remarkably diverse in emphasis and inflection. 
Participants in any given panel evidenced a range of critical 
response from full-blown idolatry to cynical rejection of sentimen
talized Woolf. While Jane Marcus pointed out in her closing 
remarks that the issues of race, ethnicity and class were ina,de
quately addressed at the second conference, (Virginia Woolf: 
Emerging Perspectives, should rectify these omissions), she noted 
the inclusion of one specific and often marginalized perspective-
that of lesbian readings of Woolfs life and works. There were four 
panels, all heavily attended, on lesbian approaches to Woolf-and 
this tradition too will be continued in Jefferson City, Missouri. 

The conferences, and their subsequent Proceedings, have cre
ated an important new forum for the exchange of ideas in Woolf 
studies. The fifth annual conference will be organized by Beth 
Rigel Daugherty at Otterbein College in Westerville, Ohio, but the 
fourth annual conference does not yet have a site, a name, or a 
principal organizer. (Please have a look at the Society Column 
page.) That the conference is thriving is clearly indicated by the 
exponential growth in submissions and panels. The event has 
more than doubled in size in just three years: there were approxi
mately 18 sessions and 70 presentations at the 1991 conference; in 
1992, there were about 30 sessions and 120 presentations; in 1993, 
there will be at least 36 sessions and more than 140 presentations. 
The conference brings recognition to the host institution as well as 
providing a unique opportunity to enrich and renew Woolf stud
ies. The hectic format of the two MLA sessions is too competitive, 
too restrictive, and too forced. With a maximum of eight papers 
presented on the edges of the massive convention and supple
mented only by the fleeting interaction of the Woolf Society party, 
there is seldom opportunity to expand and explore the issues. 
Further, while MLA allows Woolf scholars to meet and share 
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ideas, it does not encourage attendance by the common readers, 
the devoted Woolf fans who have little interest in the general aca
demic aspects of literature. 

Mark, and Jane Lilienfeld, Beth Daugherty and I, as past and 
future conference organizers, encourage other interested individ
uals to become involved in the process of offering the conference 
as an annual gift. We would also like to establish a procedure for 
determining the schedule, location and coordinators of subsequent 
conferences. We would like financial support through donations 
and, better still, grants writing. Are you, perhaps, interested and 
able to help with this aspect of the event? Again, if so, contact 
Mark, English Dept., Pace University, N.Y., N.Y. 10038. 

This conference should become an annual habit, one that Woolf 
scholars nationally and internationally support in every way pos
sible. One way to foster the conference is to make it the site of all 
decisions regarding the MLA panel formats-a change that would 
allow the choice of panel chairs and the posting of MLA panel top
ics far in advance of the convention. Now that we have a confer
ence of our own, we have to work to sustain it-and the most 
important factor will be commitments from people who are will
ing to organize the event for 1996, 1997, 1998, 1999, and 2000. 

Vara S. Neverow-Turk 
Southern Connecticut State University 
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VISITING ANGELICA 
Angelica Bell Garnett lives in Forcalquier, a twelfth-century 

town set in the shadow of the lower Alps. When I had visited her 
in 1985, she was settled in a farmhouse some eighteen kilometers 
from there, an old but charming stone building with a studio that 
looked over a long, austere prospect - not a house in sight. One 
reached the studio by an outside staircase with pots of geraniums 
on each rise. At the foot of the stairs was the glassed entrance to 
the new music room. When I went to bed, a bust of Vanessa as a 
young woman looked down on me benignly from the top of an 
armoire.The walls were decorated in the Bloomsbury manner, 
with painted trompe-I' oeil curtains, and alternate grey and yellow 
panels, the latter with pale green dots and swirls like the patterns 
on Vanessa's book jacket designs. 

Bloomsbury in France. There was even a little English walled 
garden in front, some statuary, a pot of fuchsias. The light was 
luminous-the clearest air anywhere in France (attested to by a 
nearby observatory). During my three days there, I sensed Angelica 
still a I' ombre des deux soeurs en fleurs, for there was not a moment 
when Vanessa and Virginia were absent. One of Angelica's twin 
daughters, Fan, stayed over the first night, with her shorn hair and 
boyish manner the image of Duncan. Angelica herself has her 
father's mouth, but her mother's eyes. Once, bending over the 
table, Angelica looked very much like Virginia in her later pictures. 
I had no need to ask questions about Virginia, for I seemed to be 



absorbing her from the very atmosphere. But we did talk about 
Leonard, who to Angelica as a child always had an air of authority. 
I noted in my journal that she "was a little afraid of him, though 
later she deeply loved him and he her. Very kind. Rigid in his own 
political ideas. Utterly rational. Like his books." Somehow, a 
warmer figure emerged than in the writings about him. When I 
mentioned regretting that I had never met Leonard, Angelica said, 
"You would have had a marvelous conversation with him." 

Again, I was not searching for biography when I visited 
Angelica in October, staying this time with a friend in an auberge 
close by. Because her house was hidden in a maze of streets behind 
the Cathedral, she met us the first evening in a cafe in the Cathedral 
Square, cloaked in black with a hood against the rain, radiating the 
energy and eagerness for life I came to associate with her. She led 
us by car to a marvelous inn deep in the countryside near Mane. 
The next day she had us for lunch, meeting us again in the square, 
and driving uphill tl)rough an intricate warren of twelfth-century 
houses to the Boulevard Raoul Dufy (there was a now-forgotten 
explanation as to why the narrow street was called a boulevard). 

The house perched on the edge of a hill, with a view (through 
the rain) of fields and a hill opposite topped romantically with a 
ruined chapel which she had first tried to buy. At the street level, 
one entered her sculpture gallery, working studio beyond, and an 
alcoved bedroom. The garden below (a disaster when she bought 
the two houses and joined them together, but already becoming an 
English garden) paralleled the kitchen and long dining/living
room where we had lunch. 

Angelica had just returned from a weekend of violin playing with 
professionals and amateurs (she also plays the piano). Her music 
lines the long bottom shelf of the diningroom's library-violin 
sonatas of Beethoven, Mozart, Haydn. Yet in spite of having been 
away, she set out a very French lunch for us-artichokes, her own 
turkey-liver pate, liberally laced with cognac, salad, peasant bread 
from the market, several cheeses, and the local chablis, for the wines 
of the nearby Luberon are superb. 

I can remember the exact flavor of the pate but not of the talk; 
the area remains like a structured shell with the murmur of words 
inside. I can still see the walls which she had painted herself, a rose 
color washed over with mauve so that they appeared faintly 
striped. A simple border joined wall with ceiling. Really one long 
room, looking out on the garden, it flowed with convivial warmth. 
Highlights of the earlier visit mingled-a delicious fish she had 
cooked with tarragon, a magical day we spent driving in the Alps. 
I was glad to learn her daughter Henrietta's life was going 
smoothly, that she was working on a second novel. Angelica con
fessed she had written some short stories which her daughters had 
read rather critically. She has since destroyed them all, I was dis
mayed to learn. If they had only a fraction of the whimsy and wit 
of her sculpture, they would have been superb. 

After lunch we went upstairs to the gallery where she plans to 
have her own showings. The room is stark white. Windows over
looking the valley below flood the gallery with light. Her sculpture 
works partly through juxtapositions of found objects- a scissors is 
balanced on the spout of a teapot, a wrench looks like a piece of 
primitive Africana. It is very fresh and amusing and done with a 
perfect mix of humor and artistic esprit. Seven years ago she was 
mainly at work on canvasses, luminous and semi-abstract. I hope 
she doesn't entirely abandon them. In the meantime, she is putting 
back together a little table which Duncan made, retiling the top of 
another table that Clive had crafted. The bust of Vanessa was 
unfortunately broken in the moving, but that too will be restored. 

Angelica had left England to escape the pressures of 
Bloomsbury and the past. But she has always had strong links 
with France, described memorably in a talk given last spring in 
East Sussex which is appearing serially in the magazine Charleston. 
Her enthusiasm for her new house, her garden, her art, and for 
Forcalquier, the artistic center of Eastern France, where she has 
many friends, was a delight. Somehow this seemed part of her 
Bloomsbury heritage. She has not left it, merely achieved the nec
essary - and healing-distance . 

Harvena Richter 
1932 Candelaria Rd. N. W. 
Albuquerque, N.M. 87107 
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FIGURES IN THE DARK: WORKING CLASS WOMEN 
IN TO THE LIGHTHOUSE 

The center of To the Lighthouse reveals a complete change of cast. 
Everyone who attended the boeuf en daube dinner party leaves or goes 
to sleep; in the darkness working class women occupy center stage. 
As their appearance in the dark suggests, these women represent an 
unconscious-not a personal unconscious, but a social one, a 
repressed part of the world in which Woolf was raised. By revealing 
this hidden realm, by inviting working class women into the upper 
class house of fiction, Woolf hopes to change that house enough to 
allow herself to write in it. Mrs. McNab provides an image of author
ship that Woolf needs to escape the upper class credo that women 
can't paint, can't write, can't work. 

Woolf emphasizes that the visit to the dark world is an escape 
from a restrictive social order by putting before that visit a scene of 
seeming social unity that the dark section undermines and exposes 
as a fraud. During the dinner party, all present feel brought together 
"as if the walls of partition had become so thin that ... chairs, tables, 
maps, were hers, were theirs, it did not matter" (170-71)'. This seems 
a unity of all humanity, breaking down the barriers created by pri
vate property. However, this unity is an illusion because within the 
house there remains a distinct partition separating humans accord
ing to property ownership: the kitchen door, which hides in particu
lar Mrs. McNab, who, though unmentioned, is back there washing 
the dishes. In "Time Passes," the hidden working class women 
emerge into the very rooms from which they have been excluded: 
Mrs. McNab and Mrs. Bast drink tea in the bedroom and the study. 
The violence of the dark world is an outgrowth of the tensions cre
ated by the rigid boundaries of the English class system. 

"Time Passes" is of course about World War I, but several 
pieces of evidence indicate that Woolf was thinking about the class 
war as much as the international war. First, she was writing "Time 
Passes" during the General Strike of 1926.' Second, a powerful 
image of war in it consists of leviathans rising out of the depths . 
Woolf uses the same image in "Mr. Bennett and Mrs . Brown," 
"The Victorian cook lived like a leviathan in the lower depths," to 
describe the change in human character that she says occurred 
"around 1910." The leviathans begin rollicking in "Time Passes" 
precisely when Mrs. McNab enters and lurches about the house. 
The novel is thus dramatizing that "change of character" Woolf 
describes in her essay, showing the emergence into the drawing 
room of working class women such as Mrs. McNab who have been 
hidden in the lower depths of the Ramsay house. 

As a final piece of evidence, consider the fairy tale that Mrs. 
Ramsay reads to James. In it, a poor woman badgers her husband 
to ask a magical fish he has caught to move them into a big house, 
and then to make her king, emperor, and pope. Each time the man 
goes back to the fish, the sea is progressively wilder. When the 
woman finally asks to become God, the fish swims away, the sea 
becomes calm, and the couple are back in their little house again. 
This is a fantasy of a working class woman assuming the power of 
upper class males. The entire novel reflects this fairy tale: when 
Mrs. McNab and Mrs. Bast take over the big house, the sea rages 
and war breaks out; when they leave, all is calm again. Woolf 
emphasizes the parallel to the fairy tale by placing the very first 
"ominous sounds" of wartime explosions immediately after Mrs. 
McNab has been described as moving so beautifully through the 
Ramsay household that she "looked like a tropical fish oaring its 
way through sun-lanced waters" (200). 

If the raging sea is a metaphor for the dangers of a class war, the 
conversations which open the novel become even more significant: 
can Mrs. Ramsay take stockings and newspapers to the lighthouse 



men during such threatening weather? In other words, is it safe for 
the upper class to visit the working class with patron_izing gifts? Or 
will the unruly masses demand more than noblesse oblige? 

The question of what the working class deserves arises in the 
last section as Nancy asks what to take to the lighthouse: 

At any other time Lily could have suggested reasonably 
tea, tobacco, newspapers. But this morning everything 
seemed so extraordinarily queer that a question like 
Nancy's - What does one send to the Lighthouse? 
opened doors in one's mind that went b~n~g and s~g
ing to and fro and made one keep asking, in a stupefied 
gape, What does one send? What does one do? (218) . 

The image of doors opening in one's mind parallels the opening of 
the physical doors that previously separated classes within the 
house. Mental doors had kept upper class people from thinking 
about what else they ought to give the working class besides 
patronizing gifts. But after the occupation ?f the upper _class ho~se 
by the working class, after the general strike, one begins to think 
differently. Equally important, the doors opening in Lily's mind 
are revealing hidden leviathans inside her, revealing that part of 
her mind is working class. After these doors open, Lily can begin 
to model herself upon Mrs. McNab, a working woman whose 
teatime conversation involves other working women . Mrs. McNab 
provides a new model for the artist: she sits and "unwinds her ball 
of memories" of Mrs. Ramsay and then paints those memories all 
over the house: her cleaning is described as a "yellow beam" pro
jecting "a lady in a grey coat"-Mrs. Ramsay - "over the bed~oo1? 
wall, up the dressing-table" (205). At the end of the novel, Lily 1s 
finally able to complete her painting by looking at Mrs. McNab's 
art work, the recreation of Mrs. Ramsay's spirit in the cleaned-up 
house. Lily imitates Mrs. McNab: locating herself as a worker in 
the company of another worker, another unmarried artist, Mr. 
Camiichael, Lily "unwinds her ball of memories" of Mrs. Ramsay 
and paints a house. 

Lily's painting is a final vision from the outside of the upper 
class · house that Woolf struggled to escape. One feature of this 
vision is crucial: individuals have been reduced to parts of masses, 
providing a new sense of what limits or frees individuals. Lily says 
that to finish her painting, she has to figure out "how to connect 
this mass on the right hand with that on the left," a phrase reso
nant with political meaning (82-3). Her painting may be an effort 
to draw a new map of English social structure, connecting the two 
large masses, or classes. When Lily decides, "she would move the 
tree to the middle, and need never marry anybody" (262), she is 
mapping out more space for the "mass on the left" -the working 
class-and less for the mass on the right - the upper class-and 
thereby creating a new space for herself in the middle, a space for 
a working unmarried upper class woman. 

Unfortunately, Woolf's struggle against gender and class biases 
seems a failure: the "others" who speak in this novel are still con
structed to satisfy the needs of the dominant groups and of the rel
atively affluent author. She creates workers who express mostly 
admiration for the upper classes. Only Mrs. McNab's last words 
hint at something else: she says twice that the Ramsays had her 
"washing up till long past midnight" (211). The repetition of these 
words suggests something unresolved in Woolf: the complaints of 
working class women echo on and on, unanswered. 

Was the whole struggle against class and gender biases then a 
sham? I do not think so: to reveal her own inability to overcome 
ideology was a way for Woolf to keep the struggle alive, to pass on 
the task to others. And the step she does take in this novel is cru
cial: she delineates how social structures permeate the conscious 
and unconscious mind, revealing that no individual can alter these 
structures on his or her own . The best that Woolf can do is inter
rupt her own novel, creating a dark space within English literature 
to be filled with the voices of others. 

Michael Tratner 
Stanford University 

1. Page numbers refer to Virginia Woolf, To the Lighthouse, (New York: Harcourt 
Brace Jovanovich, 1955) 
2. Kate Flint pointed out this fact in her article, "Virginia Woolf and the General 
Strike," in Essays in Criticism: A Quarterly Journal of Literary Criticism, Oct., 1986, 
36(4), pp. 319-334 

-4-

WHO IS SYLVIA? 
Peter Walsh tells us that Clarissa Dalloway's sister Sylvia was 

killed by a falling tree: "To see your own sister killed by a falling 
tree ... before your very eyes, a girl too on the verge of life, the 
most gifted of them . .. _was enoughy> ~ c:me bitter." Th~ fr~g
mentary narrative, movmg by pretention, invites contextual1za~on 
by an examination of its literary antecedents . In terms of falling 
timber, Sylvia Parry seems a poetic sibling to the poet Horace w~o 
was nearly done in by a falling tree. That plaguy tree affected hrm 
so profoundly that it appears repeatedly in the odes. In these 
lyrics, Horace sees himself under th~ pro!ection of the ~uses (and 
that of his patron Maecenas) as their pnest, heaped with myrtle 
and laurel in the sacred wood of poetry. The moral is to "choose 
your patron wisely."' . ,, . 

Sylvia, on the other hand, her life snuffed out ( All Justm 
Parry's fault"), would sing no odes, write no satires. Peter seems to 
suggest that like Horace, the tree that killed her ~as planted by ~he 
sacrilegious hand of one who would destroy his own postenty. 
Small wonder then that Clarissa, like Horace, feels "it was very, 
very dangerous to live even one day" (11). For Horace, "men are 
never careful enough, day to day ... ; the force of death has gripped 
and will grip all men." 2 The gods who arbitrarily shelter one poet 
and permit the death of another "never lost a chance of hurting, 
thwarting and spoiling human lives" (117), a sentiment that bears 
its own literary history in the mouths of Homer's Calypso and 
Propertius' Aurora (Odyssey V; Propertius II, 18, 13; see also 
Pindar's Isthmia 7). Consequently there follows Clarissa's resolu 
tion that the Gods "shan't have it all their own way" (See Death's 
speech to Apollo, Alcestis; Venus' speech, Metamorphoses X). While 
Horace's near-death not only inspired his deathless odes but acer
tain piety as well, Clarissa follows an "atheist's religion of doing 
good for the sake of goodness" since "she thought there were no 
gods; no one was to blame." Added to this impiety is her confes
sion, "She had wanted success" (282). 

On the basis of further falling timber, Margot Asquith's gifted 
sister was injured by a falling tree. Again a gifted young woman's 
life is jeopardized by a similarly random occurrence while the sur
vivor went on to write, with diligence if not inspiration, her mem 
oirs, among them being the occasion of her dog's foot caught in a 
trap. Again the tree figures in the family of literature along with 
Peter Flower (when he was not in India) who said, "For once you 
cannot have it all your own way."' Mrs. Asquith, however, is 
more suited to the literary company of Surtees than Horace (13). 

The fox-hunting tales of Robert Surtees are thematically related 
to the fox-hunting novel of D.H. Lawrence in which Banford is 
killed by the falling tree (a deus ex machina in more ways than one), 
thwarting her resolve that Henry who felled it would not ''have all 
his own way.'" Such happenings highlight Septimus Smith's 
exhortation, "Men must not cut down trees" (35; 224), what with 
falling trees approaching the status of a topos. Such foreknowl
edge as his cannot always spare the poet's ~ife, however, s_ince 
Septimus, like Nemesis' sister (Tibullus II, v1, 38-40), was _killed 
falling from a window, notwithstanding the fact he was fleeing an 
encounter, not seeking one. 

Attending to the litany of sisters, however, we cannot omit 
Shakespeare's gifted little sister who died a suicide . Her literary 
gifts would never contribute to the genealogy of English letters, her 
life cut off as if she were a branch falling from the family tree of 
poetry. Here, as in the case of Clarissa's sister, the operative wor~ is 
"gifted," associated with the mentality that sees fame as tempting 
the fates and inviting misfortune even today. When counting one's 
blessings (291-2) we often knock on wood to avert thee~ associ
ated with admiring the heap of one's good fortune, a nsk gladly 
assumed by Catullus in counting Lesbia's kisses (Catullus 5 and 7). 

The ancients knew that divine interference was risked by those 
who have done too well: "Men knew it was dangerous to be 
happy."' The thought is ... that the gods r-esent any success, any 
happiness, which might for a moment lift our mortality above its 
mortal status, and so encroach on their prerogative" (Dodds 29). 
Divine phthonos is always a threat; great good fortune is likely to 
invite divine meddling: "Only the obscure are safe from it" (Dodds 
41). Achieving success, fame, happiness invites disaster. It is 



understandable that Clarissa indeed "had known all along that 
something would interrupt, would embitter her moment of happi
ness" (53), Sally's one kiss equalling the thousands Catullus so 
daringly enumerates.• 

Thus, even in a narrative that moves by preterition, it is clear that 
Sylvia's gifts are the source of the brevity of her life without the shel
tering Muses or a patron like Maecenas. And while searching the 
lives of the obscure, the question we should ponder is not so much 
what it means to be Sylvia, but rather what it means to be Clarissa. 

Molly Hoff 
San Antonio, Texas 

Notes 
1. Virginia Woolf, Mrs. Dalloway (New York: Harcourt, 1925 ): 117-118. Future 
references will appear parenthetically. For "Patron" see The Common Reader 
(London: Hogarth, 1984 ): 206. 
2. The Odes and Epodes of Horace, tr. Joseph P. Clancy (Chicago: U Chicago Press, 
1960): 90 (II,'13). See also II, 17; III, 4; III, 8. My thanks to Professor Paul Alessi 
who supplied me with these references. 
3. Margot Asquith: An Autobioraphy 2 vols (New York: Doran, 1920): Vol 2, 158. 
4. The Fox (New York: Bantam, 1923): 51. 
5. E.R. Dodds. The Greeks and the Irrational (Berkeley: U California Press, 1951): 
29-31. 
6. For the risks involved in counting kisses see The Poems of Catullus, tr. James 
Michie (New York: Random House, 1969): 222. 

This is the first VWM issue with an actual book review section, 
edited by Prof. Patricia Laurence, as announced in VWM #39. 
Remember to send review copies and/ or volunteer offers to 
review books for VWM directly to her at the English Dept., 
City College, 137th St. & Convent Ave., New York, N.Y. 10031. 
Thank you, Pat, for all your work! 

Review: THE POLillCS OF NARRATION: JAMES JOYCE, 
WILLIAM FAULKNER, AND VIRGINIA WOOLF 
by Richard Pearce. New Brunswick, NJ: 
Rutgers University Press, 1991. 184 pp. 

A must-read for those interested in untangling the complex 
relationship between narration and politics. In a refreshingly con
cise and readable study, Pearce foregrounds close readings of sev
eral texts apiece by Joyce, Faulkner, and Woolf against a multiva
lent chorus of critical voices (Mikhail Bakhtin, Martin Green, 
Nancy K. Miller, Julia Kristeva, and Eve Sedgwick). Framing his 
discussion with a comparison between Joseph Conrad's Heart of 
Darkness (an ambitious text that perpetuates the colonizing quest 
narrative even as it reveals what is repressed) and Isak Dinesen's 
"The Blank Page" (an erotic text that relates to an alternative com
munity even as it uses both an undermining and an authoritative 
voice), Pearce shows how modern texts both disrupt traditional 
storylines and cannot escape the power of narration; some voices 
still have more author-ity than others. 
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While determined to acknowledge the stubborn power of nar
ration within these texts (ignoring such power denies context, cul
ture, and history), Pearce also recuperates the texts' radical gaps, 
gaps domesticated by teachers and critics implicated in tradition 
and authority themselves. His subtle, evolving, and self-aware 
argument for maintaining the "instability of rebellious texts" (173) 
means learning a postmodern way of reading. Such a reading sees 
Woolf as the most radical of the three writers, but recognizes that 
even she, with her overt portrayal of power relations, subversion 
of quest plots and strong emphasis on relationship and multiplic
ity, "could not avoid the forms of domination that were so deeply 
inscribed in narrative discourse" (169). As in the texts he examines, 
then, Pearce's text embodies the tension of existing somewhere 
between an unstable and an agonistic tradition. 

Beth Rigel Daugherty 
Otterbein College 

Review: LEONARD WOOLF: A BIBLIOGRAPHY 
by Leila Luedeking and Michael Edmonds, (Winchester, 
UK: St Paul's Bibliographies; New Castle DE: Oak Knoll 
Books 1992) pp. xvi, 296 $78.00. 

This work is the first attempt at comprehensive description of 
the Leonard Woolf canon-a complicated project that stems from 
Luedeking's contribution to the Virginia Woolf Quarterly 1.1 (1972). 
The result now is like the first edition of B.J. Kirkpatrick's A 
Bibliography of Virginia Woolf (the third recently supplemented in 
Modern Fiction Studies, spring 1992). Luedeking and Edmunds 
might yet produce a definitive and comprehensive work. Never
theless, they have produced a tool that will prove a boon to stu
dents of Leonard Woolf's writings and of Bloomsbury between 
1913 and 1969. 

Sections A (books and pamphlets) and B (contributions to same) 
are testimony to Leonard Woolf's proclivity for work on diverse sub
jects. There are 46 and 81 entries in these sections, not counting subse
quent editions and issues. Translations are omitted unless cited in a 
"General Note" (many of which, with appendices on the co-operative 
movement and Labour Party /Fabian Society writings, provide valu
able information); so Luedeking's 1972 list seems not entirely obso
lete. Section D, "Manuscript collections," is mainly helpful on small 
collections; and letters are given precedence-as justified by "space 
constraints" that sacrifice reviewed authors in a limited subject index. 

Section C, "Contributions to periodicals" (with 1,566 entries), is 
quantitatively the most important and difficult section of the bibli
ography for the bibliographer. Luedeking's essay "Leonard Woolf 
and the book review" (Appendix 3) is a necessary and enlightening 
adjunct to it. Yet the complete files of the Nation and Athenaeum, 
including at least seven annotated volumes not inventoried in this 
work, will add upwards to 400 new entries. A spot check of the 
Political Quarterly for only three volumes discovers the omission of 
two signed reviews. And two works attributed to Virginia Woolf 
are silently, but rightly, given to Leonard: these are, respectively, 
unsigned reviews of Robert Smith Surtees (Creator of "forrocks") 1803-
1864, by R.S. Surtees and E.D. Cuming, and Days that are Gone, by 
F.B. de Sales La Terriere'-parts of the "Books in Brief" column of 
the Nation and Athenaeum when Leonard Woolf was literary editor 
in the 1920s. (Look for Wayne Chapman, "Collaborative Reviewing 
by Leonard and Virginia Woolf.")' In essence, Leonard Woolf's bib
liography is a tree still growing. 

Wayne K. Chapman 
Clemson University 

1. See C246.6 and C249.l, Kirkpatrick> C0467 and C0472, Luedeking/Edmunds 
2. Peace, Politics and Women Around Bloomsbury, Ed. Wayne Chapman, Janet M. 
Manson (Syracuse: Syracuse UP), Projected Publication, 1994. 



I 

tli. mr---·1iu1 
1, 

! 

Review: VIRGINIA WOOLF'S TO THE LIGHTilOUSE 
by Suzanne Raitt. Critical Studies of Key Texts. 
New York: St. Martin's Press, 1990.129pp. 

This slender study reminds me of the little girl with the curl. 
Part II, Raitt's reading of To the Lighthouse using film theory, is sug
gestive and excellent, but Part I: Contexts, which attempts a survey 
of Woolf studies, is inadequate. Serious omissions (especially of 
the vibrant American scene) cry out for the invaluable Virginia 
Woolf Society Annual Bibliographies of Woolf Scholarship! Raitt fails to 
mention Jane Marcus' Virginia Woolf and the Languages of Patriarchy 
(1987) and Art and Anger (1988), for example, and she cites David 
Dowling's work on visual art, but ignores Diane Gillespie's The 
Sisters' Arts (1988) .. Also, she seems unaware that other scholars 
have considered Woolf and cinema. 

Part II, Raitt's actual reading of To the Lighthouse, comes as·a 
delight after the irritation of Part I. Her skillful use of Mulvey's 
canonical essay of feminist film theory, "Visual Pleasure and 
Narrative Cinema," along with Woolf's essay "The Cinema" offers a 
provocative reading of Mrs. Ramsay as the equivalent of the beauti
ful film star whose role according to Mulvey is to "impede the cine
matic narrative" and "to freeze the flow of action in moments of 
erotic contemplation." Spectator theory allows Raitt to interrogate 
Mrs. Ramsay's beauty and Woolf's combined nostalgia and criticism 
of that beauty: ''Her [Lily's) final line down the centre of the picture 
could be an obliteration of Mrs. Ramsay as spectacle and as Idea: a 
decision to turn aside from the framed beauty which has con
strained the possibilities for femininity throughout the book" (107). 
These readings are worth the price of admission, though Raitt 
stretches our credibility in places and could use a healthy dose of 
skepticism (challenges to Mulvey's early article have since been 
widely published in film studies). Raitt uses Mary Ann Doane and 
Mulvey to set up the female spectator's complex relationship to the 
female spectacle as one fraught with narcissism and identification. 
Intriguing as these ideas are, they also reveal serious limitations in 
the paradigms. Neither Mulvey nor Raitt allow any spectator posi
tion for the non-heterosexual reader/viewer, which makes it prob
lematic to say the least when Woolf stages a woman looking at a 
woman! As Patricia Cramer and others have pointed out, lesbian 
readings of Woolf's work are essential; in this case certainly, hetero
sexist spectator theories need to be challenged and expanded. 

I applaud Raitt's boundary crossing to bring insights from film 
theory to Woolf's fiction; her study should stimulate further such 
explorations. 

Leslie K. Hankins 
Cornell College 
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Review: VIRGINIA WOOLF: A LITERARY LIFE 
by John Mepham. New York: St. Martin's, 1992. 

John Mepham's work stands out among other biographies on 
Woolf for his highlighting of the social and contextual aspects-the 
impact of money, audiences, career obstacles, publishing history, 
reputation, and the operation of the Hogarth Press-on Woolf's 
life as a writer. This approach not only offers a fresh perspective 
on Woolf as a writer,- but also opens well-read texts, such as her 
most frequently anthologized essay, "Modern Fiction," to new 
readings. In historicizing this early essay, Mepham points out how, 
rather than looking at it as a manifesto of modernism, we should 
see it as a "tentative exploration" that "did not result in a pro
gramme or a clear statement of positive ideas." 

So well-known is Woolf as a novelist that many forget that she 
started out as a reviewer, a commercial writer, and a mostly anon
ymous one at that. Mepham reminds us that it wasn't until 1920 
that Woolf began both to write signed pieces with some frequency, 
and more importantly to write fewer reviews in order to devote 
herself to fiction. Though Woolf initially found the identity of a 
professional writer exciting and empowering, she did eventually 
grow to resent the amount of time that writing reviews took. 

Nonetheless, the money that Woolf earned from reviewing not 
only legitimated her identity as a professional writer, it also 
enabled her to write in a non-commercial, experimental fashion. 
The Hogarth Press also, as other biographers have pointed out, 
gave her complete editorial control and the opportunity, as 
Mepham emphasizes, to invent new forms throughout her writing 
career. In the first story Woolf published with the Hogarth Press, 
"The Mark on the Wall," the speaker contrasts the masculine point 
of view "with the intoxication of illegitimate freedom." 

Though Mepham incorporates a feminist slant into his interpre
tation of Woolf's literary life-for example in his recognition of the 
tea-table voice that Woolf adopted in her some of her early 
essays-his refusal to refer to Woolf by her surname is a bit irritat
ing. But that is hardly enough reason to disregard this highly 
informative and insightful book. Mepham's focus on the external 
circumstances of Woolf's life both demystifies and makes us fur
ther appreciate the creative process. 

Jeanne Dubino 
Northampton, MA 

Review: VIRGINIA WOOLF MISCELLANIES; 
PROCEEDINGS OF THE FIRST ANNUAL 
CONFERENCE ON VIRGINIA WOOLF 
Ed. Mark Hussey and Vara Neverow-Turk. New York: 
Pace University Press, 1992. $19.50. 

This collection by various hands, from undergraduates to full 
professors, indicates a flourishing range of Woolf scholarship-in
progress. Happily, the book's format preserves the egalitarian and 
collaborative atmosphere of the conference. Unhappily, there are 
necessary gaps: some conference papers do not appear, at the writ
ers' discretion; some of the most interesting papers, which are 
being published elsewhere, appear only in abstract. As a result, we 
get only teasingly cryptic versions of, for example, Lisa Low's 
work on Woolf and Milton. 

Conference highlights which do appear in full include Leslie 
Hankins' Video Project, which explores Woolf's relation to writer's 
sites, an_d the problematic boundary between legitimate "tracking 
of the personal" and literary voyeurism. The discomforting tension 
between scholarship and the personal also informs Louise 
DeSalvo's talk on Woolf and incest; her resistance to "lit-crit 
speak" when discussing suffering appears in the collection amidst 
the impressive panel on Woolf and psychobiography (essays by 
Judith Lutzer, Jane Lilienfeld and Roger Poole). 

The conference's recurring emphasis on pedagogy is highlighted 
by Beth Rigel Daugherty, who writes about Woolf's teaching at 
Morley as the key to A Room of One's Own. The strongest work on 
Woolf's influence appears in Judith Johnston's essay on The Waves 
and Yourcenar's use of soliloquy in Coup de Grace. Patricia Cramer's 
essay on lesbian ritual in Mrs. Dalloway, and Pamela Caughie's 
essay on the "I" in A Room of One's Own and post-modernism, sug
gest the best of new directions in Woolf studies. 

Tracy Seeley 
Yale University 



Review: THE READING OF SILENCE: 
VIRGINIA WOOLF IN THE ENGLISH TRADITION 
by Patricia Ondek Laurence, (Stanford, Stanford UP, 1991); 
cloth $29.50; 218 pp; bibliography; index. 

Pat Laurence undertakes a challenging task: to give meaning to 
the gaps, pauses, spaces, lacunae, and interruptions that promi
nently characterize Virginia Woolf's fictional texts. The underlying 
contradiction in terms may well explain why this area of Woolf 
scholarship has not received the attention that Laurence believes it 
deserves . This study dissipates that silence admirably, due to 
Laurence's wide use of contemporary critical insights and her 
detailed exemplification from Woolfs major work (Night and Day, 
Orlando, and The Years receive scant attention; the theoretical and 
feminist statements are frequently cited). However, this book also 
leaves some empty spaces and raises a few questions that reinforce 
for this reader an awareness of the enormous difficulties inherent 
in such a focus. 

Because silence is "a vast nest of Chinese boxes" (9), signalling 
innumerable emotions and intentions, reading it in a text has !)is
torically produced unbalanced judgments. That it is "often, though 
not exclusively , associated with women" (38) underlies many of 
these misreadings. Silence in female characters, Laurence main
tains, has usually been interpreted negatively, as a reflection of 
intellectual vacuity and limited interests or, more recently, as a 
sign of subjugation by a patriarchal culture. 

In this study, however, silence is read as a positive alternative 
to discourse, an equally valid means by which female characters 
process experience through inner reflection, perceptivity, and per
sonal growth . It may indicate an interior meditative or philosophi
cal state, or creative imagination at work beneath the surface of 
mundane activities, or an intimate though wordless communica
tion between women or spouses. The gaps, spaces, and breaks in a 
text also encourage the reader's own participation in it in a way 
that uninterrupted discourse does not. In Woolf's work, through 
her innovative techniques, silence becomes a figure rather than a 
ground, according to Laurence (8), and takes on a vital narrative 
and thematic role (2). 

The sub-title of this work reflects the historical framework of 
the first two chapters. Fictional characters created by Austen and 
Charlotte Bronte furnished models on which Woolf constructed 
fuller portrayals of women whose silences disclose multi-faceted 
inner lives. Laurence contrasts fruitful female silences with the 
outspoken self-expression typical of male protagonists in novels 
by Richardson, Hardy, Dickens, and Meredith . (In my view, a judi
cious selection of examples leads Laurence into overstating the 
gender bias of female silence and male speech. Hardy and 
Dickens, for instance, also depict females who speak up and males 
who have creative and meditative silences.) 

Laurence subdivides silence into three categories: the "unsaid," 
which is "something one might have felt but does not say"; the 
"unspoken," or "something not yet formulated or expressed 
aloud," and the "unsayable," something either ineffable or inap
propriate. To the Lighthouse (perhaps the Woolf novel most full of 
silences) readily provides illustrations of all three types . Personally 
I have difficulty distinguishing among them, especially the first 
two. My general sense is that the "unspoken" is more abstract, i.e., 
that no words have been found to describe certain sensations, such 
as Lily's feelings when she paints, whereas the "unsaid" is more 
specific, i.e., the character doesn't express the words, as when Mrs. 
Ramsay withholds a direct statement of her feelings to her hus
band as they sit together after dinner. But an overlapping of these 
three groups is obvious, and I suspect that such boundaries matter 
little to Woolf. Are there actually only two subdivisions? one in 
which words exist bu t are not uttered or perhaps even applied, the 
other in which words don't presumably exist, either for the indi
vidual speaker/thinker or in human experience as a whole . But 
who knows or doesn't say them? New ambiguities arise to under
score the problems in this line of inquiry . 

Laurence offers a new "lexicon of silence" to substitute for the 
rhetoric traditionally used for speech and hence ineffective for its 
converse. Halfway through Chapter 3 she provides a specific outline. 
Though I admire the attempt, I again am bothered by overlapping of 
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categories and vague diction. Laurence describes her lexicon as "a 
network and sometimes a progression of related sensations, feelings, 
and thoughts . . . which consequently helps to locate scenes of 
silence" (112). The words which refer to these feelings and thoughts 
are separated into "Silence and Time'' and "Silence and Space ." But 
many of these words and several subcategories do not refer to the 
unspoken or inaudible in their most common usages : e.g., "simul
taneity," "hurry as an aspect of voice," "night," "shape," "structure," 
"disease," and all words in the sections called "movement in space" 
and "visual repetition ." Do all these words really identify a scene or 
meaningful silence whenever they occur in Woolf's texts? 
Furthermore, "time" and "space" are themselves not mutually exclu
sive (especially in Woolf), e.g., "fixed moment" and "moment of 
being" have spatial components, and "movement in space" is tempo
ral as well as spatial. Silence remains stubbornly elusive to the verbal 
net that Laurence casts. 

Chapter 4 is a close study of mind-body connections, particu
larly of Rachel's final illness in The Voyage Out and Rhoda in The 
Waves, and establishes some illuminating linkages between them. 
All but two of the 15 illustrations in this book appear in this chapter 
(the black and white pages of Tristram Shandy are surprisingly not 
counted in the List). These illustrations reproduce surrealist draw
ings and paintings depicting female hysterical or hallucinatory 
states of mind by means of female bodies floating in space, watched 
over by demons, or wracked with pain. Max Ernst's images of hys
terical women are striking for their own sake, and Laurence 
describes patients of Charcot, Freud and Breuer, then links these 
externalized representations of unspoken feelings to Rhoda and 
Rachel. Woolf conveys the inexpressible silences of these women 
through similar images of the mind as a body floating in space. 

In Chapter 5, on rhythm in Woolf's work (especially The Waves 
and Between the Acts), Laurence again seeks to extend the traditional 
understanding of silence to encompass its opposite : "space and 
rhythm are metaphors for silence" (172). But space is not always 
empty or silent, and rhythm consists of sounds alternating with 
pauses. This book turns out to include both sound and silence-and 
space and time. Laurence argues that she is opposing the customary 
either-or pigeon-holing she finds typical of criticism of Woolf with a 
reading that moves back and forth between oppositions in the "rest
less play of difference" propounded by Derrida. Laurence's title then 
actually speaks of only part of her focus; her" reading of silence" in 
Woolf is really a step toward articulating this opposition between dis
course and silence, between spoken language and inward feeling-or 
of balancing it more evenly. 

A few lapses appear in the editing, such as the lack of discussion 
of Maurice Blanchot in Chapter 3 as promised in the Introduction, a 
mysterious "Gunnar" in Ibsen's A Doll's House, and occasional 
unnecessary reiteration of the same citations (one long sentence 
from The Voyage Out is quoted three times within nine pages). More 
surprising is Laurence's contraction of Miss La Trobe's name 
(Between the Acts) to one word. Vague diction is often frustrating, 
although the multiple or shifting meanings with which Woolf lay
ers her own images and words can sometimes be held accountable. 

But these are quibbles contrasted with Laurence's careful overall 
structuring of her text, and the new dimensions given to many Woolf 
characters by her wide-ranging analysis. Her investigation benefits 
from extensive and thoughtful reading in structuralist, deconstruc
tionist, feminist, psychoanalytic, and poetic criticism. Pat Laurence 
has spoken out about a troublesome but highly significant aspect of 
Woolf's fiction, and our readings are consequently enriched. 

Elizabeth Cabot 
Stonehill College 



VIRGINIA WOOLF SOCIETY COLUMN and MLA 
First, a warm welcome to our new members; the Society mem

bership now stands at 320, a sign of healthy interest. Please remem
ber to send me any items for the annual Bibliography, which will 
be prepared and mailed in June. Many of you will have seen the 
splendid special issue on Woolf of Modern Fiction Studies which 
appeared recently; it is the third issue MFS has devoted to Woolf, 
more than to any other writer. And has anyone been lucky enough 
yet to see Sally Potter's Orlando? Efforts are underway to have the 
film shown at the 3rd Annual Conference in Jefferson City. 

Speaking of which, Jane Lilienfeld and her committee have been 
working steadily on the conference, putting together a rich and 
diverse program from the more than 200 proposals received. All 
sorts of attractions are promised, including Isota Tucker Epes' paint
ings, Linda Langham's first editions, Florence Krause's photos, 
Leslie Hankins' video of Asheham House and keynote addresses by 
Barbara Christian, Michelle Cliff, Elizabeth Abel, and J.J. Wilson. 
There will also be business meetings of the Miscellany and the 
Society at the conference (and, of course, "unbuttoned laughing 
evenings"). Many thanks to those Society members who responded 
to the January appeal: funds raised will be devoted to scholarships 
enabling students to attend the conference. 
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Nominations for VWS officers? The positions of President and 
Secretary-Treasurer will be open for elections at the Toronto MLA 
meeting, so send your names and statements to the VWM. And a 
reminder (though the deadline for submissions is passed) that the 
Society will be sponsoring two sessions at the 1993 MLA meetings 
in Toronto: VIRGINIA WOOLF AND THE HISTORY OF LITERARY 
CRITICISM, organized by Beth Rosenberg and Jeanne Dubino and 
VIRGINIA WOOLF: LESBIAN READINGS, organized by Pat 
Cramer and Eileen Barrett . A listing of the paper titles and partici
pants will appear in the Fall 1994 VWM, along with an invitation 
to the annual VWS gathering. Is there anyone in the Toronto area 
who has any ideas about a venue for this party? If so, please call 
me at 212 346-1405. 

As I write, the 4th Annual Conference on Virginia Woolf is with
out a home. If there is anyone, or any coalition, who would be inter
ested in organizing and hosting the conference, please let me know 
(914 358-1539) and I will be able to answer your questions as to what 
it might involve. (Planning has already started for the 5th Annual at 
Otterbein College, to be organized by Beth Rigel Daugherty.) 

Mark Hussey 
Pace University 
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