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TO THE READERS: 
We are devoting most of our editorial space to some recollections 

of the late Dr. Lola Szladits. I do, however, want to commend to your 
attention the Virginia Woolf Society programs at this December's 
Modern Language Association in Chicago. Details of these programs, 
and of their rather unfortunate time slots can be found on the back 
page in the VW Society Column, along with a warm invitation to the 
Society's by now traditional off-premises social event, held this year 
on the evening of Friday, December 28th in the lake view apartment 
of bibliophile and art collector, Bea Schneiderman (again for details, 
see back page). 

Another hot item in this issue of VWM is the preliminary program 
for the June '91 Pace University Virginia Woolf Conference, being 
organized by Professor Mark Hussey~what a relief not to have to 
share space and time with all the MLA events for once! More infor
mation will, of course, be included in the Spring VWM, an issue to be 
edited by Professor Lucio Ruotolo and any announcements or other 
materials for consideration should be sent directly to him at: Depart
ment of English, Stanford University, Stanford, CA 94305. Any mone
tary contributions for the VWM (always needed and welcome) 
should be made out to the Sonoma State University Academic Foun
dation and sent directly to VWM, Department of English, Sonoma 
State University, Rohnert Park, CA 94928. These donations are tax 
deductible and keep us afloat. Thank you! 

The VWM would like to take this opportunity to acknowledge 
gratefully the generous donation from our sister organization, the 
National Women's Education Centre in Japan. Appropriately, we 
will ~vote these funds to subsidizing the ever-increasing costs of 
international postage for the VWM, a cost never covered by SSU. 

J.J. Wilson 
Sonoma State University 

TWO ·ANNOUNCEMENTS FROM TORONTO: 
EDITING VIRGINIA WOOLF IN THE NINETIES 

A conference on editing the works of Virginia Woolf will be held 
at the University of Toronto, March 22nd and 23rd of March, 1991. 
There will be panel discussions of her early middle and later novels, 
as well as her non-fiction works by the editors of Basil Blackwell's 
Shakespeare Head Press Edition of Virginia Woolf . Registration $20; 
students $5. For information write to Virginia Woolf Conference, 
Pratt Library, Victoria College, University of Toronto , Toronto M5S 
1K7 Canada. 

A holograph draft of Virginia Woolf's A Room of One's Own en
titled Women & Fiction is being edited by S. P. Rosenbaum for pub
lication early in 1992 by Basil Blackwell. The manuscript was written 
in March and April of 1929, after Woolf had finished the essay 
"Women and Fiction" which she took from the October, 1928, Cam
bridge lectures on which A Room of One's Own is based. 

Fall 1990 

"Virginia Woolf Miscellanies" 
FIRST ANNUAL CONFERENCE ON VIRGINIA WOOLF 

Pace University, New York City, June 7-9, 1991 

Here is a tentative and unordered program; not all participants are 
confirmed and panels have yet to be titled . Your suggestions and 
proposals are still very welcome. 

Panels and Forums: 
Psychoanalysis/Psychobiography: Louise DeSalvo, Jane Lilienfeld, 

Roger Poole, Elizabeth Abel, (organized by Vara Neverow-Turk) 
Leonard and Virginia Woolf Working Together: Wayne K. Chapman, 

Janet M. Manson, Jean Moorcroft Wilson 
Woolf and Rhythm: Diane Gillespie, John Briggs, Marilyn Zucker, 

Patricia Laurence, Elizabeth Cabot 
Teaching Woolf in Japan: The VW Society of Japan, 

(organized by Masami Usui) 
Reading and Readers: Elizabeth Flynn, Alex Zwerdling, 

Beth Rosenberg, Pamela Caughie 
Woolf and Contemporary Writers: (organized by Eileen Barrett) 
Woolf and Contemporary Hispanic Writers: 

Antonia Garcia-Rodriguez 
Woolf and Murasaki:· Catherine Nelson-McDermott 
Postmodern Woolf: Roseanne Hoefel, Teresa Heffernan, 

Ann Marie Hebert 
Teaching To the Lighthouse: (organized by Beth Riegel Daugherty 

and Mary Beth Pringle), (eds. of MLA volume on Approaches to 
Teaching TTL) 

We hope also to have several (graduate and undergraduate) stu
dent panels (one undergraduate credit will be offered for partici
pation). 

Leslie Hankins w ill show and discuss her video work on To the 
Lighthouse. There are also plans for other performances and (with 
luck and money) an exhibit of Hogarth Press and other items. The 
Berg Collection will be mounting a display in memory of Dr. Lola 
Szladits that will be open during the first two days of the conference. 

Registration information will be sent out in January. The fee will 
be $40 in advance, $15 for students, or $50, $25 at the door. Accom 
modation is the individual's responsibility, but I will send a list of 
reasonably priced hotels and B&B's with the registration form . 

No lupine gathering would be complete without a party, so I will 
also invite registrants to sign up for a Friday evening dinner at a near
by Chinese restaurant. These and other matters can be discussed at 
this year's MLA meeting in Chicago; anyone who wishes may cer, 
tainly contact me at 212 481-7394 should you wish to ask about the 
conference or communicate ideas for it to me. 

Everyone is invited to send 75 copies of syllabi and classroom 
materials related to teaching Woolf and/or related authors for a 
teaching resource table by which conference participants may share 
their ideas on Woolf in the classroom. Send by May 17, 1991 to: 
Dr. Mark Hussey, Department of English, Pace University , One Pace 
Plaza, New York, NY 10038. 

And further proposa ls for the program, etc . should also be sent to 
me at this address before December 3. 

My thanks to all those who have contributed their work and time . 
Mark Hussey 
Pace University 



IN MEMORIAM: LOLA SZLADITS 
The Spring VWM put out a request for anecdotes about Lola 

Szladits, long time curator of the Berg CollecHon at the New York 
Public Library . Several of you responded to this call and others, I sus
pect, are still planning to. We will be glad to publish further brief "I 
remember Lola" pieces so do send them to the next editor(see above). 
For those interested in reading more about the Berg's fierce "protec
tor of the written word," we remind you of the NEW YORKE R's pro
file by Whitney Balliet (December 31, 1984) and the extensive 
obituary(with picture) in the April, 1, 1990 NEW YORK TIMES. As Ina 
Wolf wrote the VMW, she was inspired and inspiring and will be 
greatly missed. 

My own story is a rather preachy one, directed mainly to beginning 
Woolf scholars. When I first visited the Berg in the 1960s and went 
through their obligatory entrance ritual of rendering up my purse 
and forswearing the use of ink pens forever, I was self-deprecating, 
terrified-an ingenue. My only strengths were my passion for the writ
ings of Woolf and my conviction that she was at that time a vastly 
underrated and underread writer; also I could decipher her handwrit
ing. As I braved the rebarbative staff at the Berg (John Gordon was 
the CL!ratorthen and Lola Szladits, his assistant-a paradigm of staffs 
in the S0s and 60s!), I all but genuflected in their august presences. 

Day after day, I appeared the moment the doors opened (never 
very wide!), ready to put in my time-I was working with the orig
inals of the then unpublished diaries. The material was so over
whelming that I could hardly sleep at night and one morning I arriv
ed at the Berg rather later than usual. Reproachful looks from Lola 
and brusque inquiries as to what else I might have found to do (in 
New York!) more important than my work at the Berg. I was, of 
course, enchanted that they had even noticed my absence as my 
presence had seemed to make so little impact on them. 

A few days later I got up my courage to mention to Madame (as I 
always called Lola) that in one of the Exhibition cases in the other 
room, ahem- John Lehmann's name was, through some small over
sight, spelled incorrectly. And I even had the temerity to suggest that 
they should add to the label on one of the manuscripts of THE 
YEARS that very interesting subtitle about it being "A novel-essay'.' 

That was a major turning point in my relationship with the Berg
from then on, I was part of the team. The staff came to value the fer
vent specialization, the attention to detail, and perhaps the South
ern tact (John Gordon was from Virginia also), of even this early and 
unlikely bird in Woolf studies. 

Toi'eturn to my preachy point: most rare books and manuscript 
librarians (and not just at the Berg) practice the chilling art of intim
idation so central to their apparently grudging service. Just pursue 
your program selflessly, as the staff does, after all, and eventually 
the dragon guarding the treasure horde will relent and invite you to 
lunch, as Madame did me. And then you will have a real friend! 

J.J. Wilson 
Sonoma State University 

It was the summer of 1965. I was a young scholar, barely out of 
college, in New York on my own for the first time and enjoying every 
minute of it. My research had brought me to the Berg Collection, to 
the Virginia Woolf papers, which at that time were still in the process 
of being catalogued and not generally available to readers. John 
Gordon, then Curator of the Berg, permitted me to see only those 
manuscripts that I knew, from Florence Howe, existed: the note
books containing notes for and versions of Mrs. Dal/away, which also 
contained drafts of the Elizabethan essays for The Common Reader. 
Later that summer an article in a publication of the New York Public 
Library alerted me to other manuscripts bearing on my project, and I 
asked to see those as well; the assistant, unsure which manuscripts 
were meant, brought me a huge pile, including many of Woolf's 
reading notebooks. To say I felt like an astronomer who discovers a 
whole new galaxy might be an exaggeration, but not much. I knew I 
had chanced upon a spectacular source of knowledge and pleasure, 
and I immediately began recording the notebooks' contents. 
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Unfortunately, John Gordon did not share my excitement; having 
accused me of going behind his back-he was away at the time of 
my request-he only grudgingly let me get on with my work. Not so 
Lola Szladits, the second in command, whose presence at the desk 
at the back of the Berg had already become one of the pleasures of 
that very special summer. Day after day, I would come into the 
library full not only of what I was discovering in the manuscripts, but 
of my adventures in the New York cultural scene-whether Shakes
peare in the open air or sitting on a blue burlap bag innundated by 
strobe lights and music in the Village. Day after day, in a room often 
empty of readers except for me, Lola would listen to my tales (I was 
very young) and participate in my enjoyment. What I remember 
most from those conversations is her laughter; amused, savvy, in
sightful, she created an environment in which I could experiment 
with expressing my self and my views. 

After my dreadful confrontation with John Gordon, Lola made it 
clear that I was not at fault and that I should put my anxiety about 
my credentials and right to use the manuscripts aside. Instead, I turn
ed it into an interim project: the identification of the sources of the 
reading notes. The following spring I sent my original, partial, index 
of the notes to the Berg Collection, and it was Lola who responded. 
This, she wrote, was an significant piece of scholarship, too signifi
cant to turn over tothe library for anonymous use; she encouraged 
me to complete and publish it. To borrow a cliche', the rest is history. 
Between that first summer and my later extended visits to the Berg, 
Lola became Curator herself, and while I could always count on her 
support, we no longer shared long conversations or moments of inti
macy. Nevertheless, the foundations I laid as a scholar that summer 
as well as my sense of myself as an individual capable of doing th~ 
work I so enjoyed, owe a great deal to Lola Szladits: her openness, 
her integrity, and most of all · her willingness to take the inexper
ienced scholar seriously and send her on her way. 

Brenda R. Silver 
Dartmouth College 

I remember the first time I used the Berg Collection and the first 
time I met Lola Szladits, the curator, perhaps its Grand Priestess. I 
had written to "Dr. Szladits" (she never gave me permission to call 
her "Lola;' though whenever we spoke of her, we used her given 
name) and armed with evidence from the university that I was in
deed doing my dissertation on Virginia Woolf, I did, as she instructed, 
speak to a member of the NYPL staff and receive a limited-time 
admission card before making my way to the austere and more-than
faintly forbidding room adjoining the exhibition chamber and abut
ting the sanctified backroom where she held private audiences. 

Lola, as I recall, wasn't yet in and one of her assistants brought me 
the requested holographic materials. I may have been wearing jeans 
(though I never did on subsequent trips) and I had my hair loose. 
When Lola did arrive, she told me that the microfilm would serve me 
as well and she sent me to the main reading room. So much for our 
first meeting. (I've always hated microfilm!) 

On subsequent trips to the Berg, Lola seemed more obliging. I was 
permitted to use the holographic drafts to Between the Acts and 
when I telephoned to verify the availability of the Greek Diary sev
eral years later, after having spent a few years abroad (two of them in 
Greece) she did, curiously, remember me. "You're the one with the 
long hair;' she said, in that matter-of-fact way she had. 

We may have misunderstood each other-to this day, I'm not sure 
just how. Lola told me (in an uncharacteristic tizzy) that she couldn't 
find the Greek Diary, although my sources placed it there. (If I 
remember correctly, I even wrote to the VWM to spread the news.) 
Nevertheless, after much ado (and a telephone call to Mitchell 
Leaska), I spoke to Lola again and confirmed that Berg Collection 
did indeed include the typescript of the Greek Diary. On my next trip 
there, to examine it, Lola greeted me warmly and apologized for the 
mix-up. 

The last time I saw Lola, I was working on Rupert Brooke and 
Virginia Woolf . "That needs further study;' she told me with a cor-



diality that seemed to me a sign of her approval. "Please send me a 
copy of the article:' I said I would. · 

Lola died a week before I had planned to visit the Berg again and 
bring her a copy of the VWM that included my article on Virginia 
Woolf and Rupert Brooke. The Collection was the same, the staff 
was as solicitous as ever-perhaps, more so-perhaps because the 
spectral presence of Lola Szladits could still be felt. 

I never had the chance to give her the article. And she never said 
that I could call her "Lola:' 

Karen L. Levenback 
George Washington University 

MORE FROM THE VWM READERS: Second Thoughts 
on Some Recent VWM Reviews (see #34) 
A QUESTION OF EVIDENCE: 
Louise DeSalvo's Virginia Woolf: The Impact of 
Childhood Sexual Abuse on her Life and Work 

Professor Louise DeSalvo has received much critical acclaim 
for her important study of Virginia Woolf and child abuse, and it 
has come from a wide spectrum of reviewers . Most of these how
ever, are not specifically Woolfian or Bloomsbury scholars, and 
for this reason I was glad to see reviews recently by Jean Guiguet 
(Virginia Woolf Miscellany, fall '89) and Quentin Bell (New York 
Review of Books, March 15, '90) both of whom are wel I-known in 
Bloomsbury studies and thus able to present knowledgeable 
critiques from a Bloomsbury perspective. 

There is, of course, a problem for Quentin Bell, who is in the 
unique position of being not only the biographer of Virginia 
Woolf, but also a member of the family which is so harshly 
attached in DeSalvo's work. This very closeness to the events and 
people under discussion can render him subject to a charge of 
personal bias, so it was probably wise of him to limit the criticism 
in the review primarily to "facts" which he is in a position to 
refute through personal knowledge. 

However, there are other "facts" in this heavily footnoted 
book which anyone can analyze and refute simply by studying 
the documents on which they are based and examining the logic 
which DeSalvo uses to arrive at her conclusions . I would like to 
take a single paragraph and do exactly that as an illustration of 
what I fear are techniques used throughout the book. I am deal
ing, I would point out, not with DeSalvo's use of psychological 
and sociological studies or other external sources, but solely with 
her use of Bloomsbury and Woolf documents as proof for the 
conclusions she reaches. 

The paragraph I want to analyze is in the chapter entitled 
"Stella, 'The Old Cow'."describing Stella's character and her suf
ferings as the eldest daughter of the household, a burden which 
became doubly onerous on the death of her mother. As the final 
sentence of the paragraph indicates, DeSalvo's purpose is to 
prove that Woolf believed that her father and his stepdaughter 
had an incestuous relationship. While this is indeed possible(that 
Woolf "interpreted" the relationship thusly), the documents, I 
argue, do not prove it, and certainly do not justify the out-and-out 
statement repeated several times later in the chapter that "Stella 
became Leslie's sexual and emotional support;' (p.67) and that 
she, along with Virginia, was a victim of incest (p.66). 

Here is what DeSalvo writes (pp. 56-57): 
In fact, Leslie indicated that he wanted Stella to slip into 
Julia's position. On 30 May 1895, shortly after Julia's death, 
<on Stella's birthday, Leslie gave Stella a chain "which I 
gave to her mother upon her marriage:' The message 
delivered together with the chain was, "We will cling to 
each other:' Stella had to "assuage his grief and remorse"; 
she has to put her own grief second. When Stella was in
truded upon after Julia's death, she was usually found in 
tears. (78) But when Leslie and Stella were intruded upon, 
after Julia's death, they were usually locked in an embrace. 
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(79) Virginia Woolf said "resentfully that Stella had con
fused her father because she had behaved 'indiscrim
inately' when she was thrown into a position of intimacy 
with him:' (80) Woolf clearly interpreted Stella's and 
Leslie's behavior as incestuous. 

Now let's look at the footnotes which provide the proof for the 
above . The first one (n78) covers quotations apparently in Leslie Ste
phen's own words ("which I gave to her mother" through "assuage 
his grief and remorse;') and a statement of fact about Stella (usually 
found in tears). The footnote refers us to two sources: Leslie 
Stephen's Mausoleum Book, and Frances Spalding's biography of 
Vanessa Bell. A search of the two sources gives us the following. (All 
page references for sources are those given in DeSalvo .) 

Stephen, Mausoleum Book, (p.97): 
This is 30 May: the birthday of Stella and Vanessa. I have given 
to Stella a chain which I gave to her mother upon our mar
riage; and to Vanessa a photograph by Mrs. Cameron which, 
as I think, shows her mother's beauty better than any other,. 
We will cling to each other. (2) 

Spalding, Vanessa Bell, (p.20): 
Yet [Stella] had no time for self-pity. She had stepped into 
Julia's position as housekeeper and chief sympathizer with 
Leslie's moods. She had to assuage his grief and remorse. She 
had also to take responsibility for Virginia who now suffered 
her first bout of mental instability. Not surprisingly, when 
found alone in a room Stella was often in tears; a fact she tried 
quickly to hide. (3) 

What has happened as these documents are translated to 
DeSalvo's pages? First of all, we should remember that the Mauso
leum Book is an account of Stephen's marriage which he began to 
write shortly after his wife's death, and an eloquent expression of his 
desolation and breavement. Actually the passage in question was 
written only three weeks after the death of Julia. Here, the grieving 
father is, not surprisingly, thinking about the two daughters who 
have inherited their mother's beauty and character. However, 
DeSalvo compl~tely deletes Vanessa as a participant in her father's 
thoughts; for her thesis, Vanessa is an intruder and therefore must 
disappear. Again when Stephen uses the traditional Victorian cliche 
of a family cast adrift from their beloved, "We will cling to each 
other;' DeSalvo relates it only to Stella and it becomes something 
sinister and physical. But further, if we expected to find that the 
quoted words "assuage his grief and remorse" are specific demands 
made by Stephen, as their placement would suggest, we are wrong. 
They are an interpretation (and a valid one) by Vanessa Bell's biogra
pher. But to the casual reader who does not consult sources, they ap
pear to be as much a part of Stephen's personal reminiscences as the 
preceding quotes. Properly presented there should be two footnotes 
for these different sources; indeed, primary and secondary sources 
should not be combined in one footnote unless you are merely list
ing documents to illustrate your statement. 

Now to move on to the next documented sentence, where Stephen 
and Stella are "locked in an embrace" (n79). This is DeSalvo's 
paraphrase of a passage from Virginia Woolf's "A Sketch of the 
Past:' The specific sentence quoted below is in a lengthy paragraph 
where Woolf describes her father's grief in the weeks that followed 
his wife's death, (p.94 in Jeanne Schulkind (ed), Virginia Woolf: 
Moments of Being). 

Indoors he [Leslie] would walk up and down the room, gestic
ulating, crying that he had never told mother how he loved 
her. Then Stella would fling her arms round him and protest. 
Often one would break in upon a scene of this kind. And he 
would open his arms and call one to him. We were his only 
hope, his only comfort, he would say, And there kneeling on 
the floor one would try-perhaps only to cry. 

Once again DeSalvo deletes the rest of the family from the scene 
she is presenting, where, as Woolf describes it, the grieving patriarch 
is calling his children to him for solace. Instead, Stella alone is in 
DeSalvo's picture, and her flinging her arms around her stepfather 
becomes in DeSalvo's paraphrase the romantic cliche for passion, 
"locked in an embrace:' 



Finally, the sentence in DeSalvo, beginning "Virginia Woolf said 
.. :' might lead the incautious reader to assume that the quoted 
remarks are Woolf's own, including the phrase "a position of inti
macy" {like "locked in an embrace:' a loaded term). However the 
footnote (n80) directs us not to Woolf's own comments, but to Jean 
0. Love's study Virginia Woolf Sources of Madness and Art. The perti
nent passage from Love follows, (p.186): 

Virginia said in her 1908 memoir, seemingly with admiration 
and, one trusts, with exaggeration, that Stella never overlook-
ed even one of Leslie's needs during his mourning. Yet in her 
1939-1940 memoir, she said resentfully that Stella had con
fused her father because she had behaved "indiscriminately" 
when she was thrown into a position of intimacy with him . 
Now this passage has been accurately quoted from Love, but it is 

strange that DeSalvo didn't go to the memoirs themselves and give 
us Woolf's own words, certainly both a desirable and simple thing to 
do, since the 1939-1940 memoir is the very "Sketch of the Past:' 
which DeSalvo has used in the preceding footnote. But when I 
checked the "Sketch of the Past;' it became clear why she satisfied 
herself by quoting Love's version only: there is no reference of any 
kind describing Stella and Leslie's behavior as "indiscriminate" in 
that memoir, nor does anything resembling the phrase "position of 
intimacy" appear there. Actually, Woolf's comments on indiscrimi
nate behavior can be found in the1908 memoirs, (p.45 in Schulkind), 
but again with no use of the word "intimacy" in this passage. I don't 
pretend to know how the mix-up occurred in Love's generally excel
lent study, but it:s there. 

In a case like this, what is the proper scholarly procedure to be fol
lowed? First, make it clear in the text that you are quoting another 
scholar's findings; second, point out, at least in a footnote, that the 
source of that scholar's statement is in question; third, explain why 
you are willing to accept the statement anyway. Or, of course, you 
can omit the questionable passage altogether. 

But DeSalvo does none of these; instead she accepts the inter
pretation offered by Love (hearsay evidence in a court of law) and 
presents it in a form that suggests the words are Woolf's own. 

So when Quentin Bell says there is "a rather cavalier treatment of 
evidence" in her work, he is almost too kind in his choice of adverb. 
In one short but key paragraph she has quoted out of context, she 
has mixed primary and secondary sources in a way to confuse if not 
mislead the reader, she has paraphrased innocuous passages using 
loaded,phrases, she has quoted as evidence another scholar's state
ment which she (presumably) knew could not be verified. This is not 
good scholarship. 

Professor DeSalvo has received much applause for her book from 
the popular press, as the blurbs on the recent paperback edition tes
tify; but critiques from academic journals are just beginning to come 
in. I am passing no judgement on the basic premise of her book, but I 
am strongly questioning her use of sources and her research method
ology. Certainly her previous contributions to Virginia Woolf 
scholarship have been varied and valuable. This makes it doubly 
regrettable that for now she has let her zeal to prove a controversial 
thesis overcome her scholarly caution. 

Ray C. Longtin 
Professor Emeritus of English 
The Brooklyn Center, Long Island University 

MORE SECOND THOUGHTS On the Recent Edition 
of Leonard Woolf's Letters by Frederic Spotts 

In this volume of selected letters, Frederic Spotts allows us to wit
ness Woolf's continued discretion and civility as writer, publisher, 
and humanist as he survived tragedies both public and private: the 
Great War, the death of his wife and many of his friends and col
leagues, World War 11, and the volatility in the Middle East following 
the formation of the State of Isreal. 

In his preface, Spotts wonders, "What wou Id Leonard . .. have 
thought of this volume?" This is a fair question, particularly in light 
of Woolf's own distrust of the picture of the person afforded by his 
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letters. One might also ask whether readers believe this much need
ed volume goes far enough in illuminating the complete person, 
rather than only the part painting the picture of "a person of sense:' 
particularly since of the 8,000 extant letters written by Leonard 
Woolf and the larger number of surviving letters written to him 
(which are only a fraction of his actual correspondence) only 600 are 
included in the volume. Of these, many are edited, though there 
seems little justification for doing so, either in terms of the require
ments of publication or in terms of what Spotts calls "interest:' and 
"importance:' subjective judgements at best. In an arrangement that 
sacrifices chronological unity, the letters are divided into six cate
gories: (1) Cambridge; (2) Ceylon; (3) Life With Virginia; (4) Publisher 
and Editor; (5) "Socialist of a Rather Peculiar Sort:'; and, (6) Later 
Years. A biographical appendix is included, as is an index, and a fair 
number of footnotes and responses from correspondents but one 
finishes the volume wishing there were more. 

Although Spotts includes all of Woolf's letters to his wife, the 
volume may be something of a disappointment to serious readers of 
Virginia Woolf, in part because of the commentary, which seems to 
shore up Leonard Woolf at the expense of his more talented and 
well-known wife, as in Spotts' comment that "Virginia's insecurity 
and need for sustenance were balanced by Leonard's strength and 
devotion, her delicacy and feminity by his solidity and toughness:' It 
may also surprise readers of Roger Poole and Mark Hussey to learn 
that Leonard Woolf's second and last novel, The Wise Virgins, accord
ing to Spotts, "was in fact Leonard's homage to Virginia:' According 
to Hussey, "[It] is an angry and misogynist novel that generally por
trays women as unfeeling temptresses and men as helplessly driven 
almost mad with sexual desire by them." 1 One would have liked to 
see such contrary literary judgement acknowledged. 

Karen L. Levenback 
George Washington University 

1. Mark Hussey, "Reflections of Desire: The Early Fiction of Virginia and Leonard Woolf;' 
based on a paper delivered at the 1988 MLA Convention; Roger Poole, The Unknown Virginia 
Woolf, Thirded, New Jersey: Humanities Press Intl : 1978, 1990 . 

AND A FURTHER NOTE FROM MARK HUSSEY 
ON A DIFFERENT TOPIC (OR IS IH) 

VWM readers might also be interested in a novel I bought last 
week in Quebec, Une Annee Amoureuse de Virginia Woolf by 
Christine Duhon. It tells the story of poor, put-upon Leonard 
sacrificing himself to look after his frail, neurasthenic wife while 
she cavorts with the aristocratic Vita S-W ("excentrique, amour
euse et devergondee")-when I looked up "devergondee" and 
found it to mean "a shameless hussy" I just had to buy the book! 

Review: BLOOMSBURY: ITS ARTISTS, AUTHORS AND 
DESIGNERS ed. Gillian Naylor, Little Brown, 1990. 

Aside from snapshots and few other exceptions, the 218 illustra
tions in Bloomsbury are all in color, and it is a joy to see so many 
works previously available only in black and white. The difference 
color makes in Vanessa Bell's Stud/and Beach and Frederick and 
Jessie Etchells Painting, for example, is stunning. Particularly inter
esting among the many first-time reproductions are (by Bell) a fluent 
Lady Strachey (1922), an enchanting early Charleston Pond (1916), 
and a poetic c. 1944 Snow at Charleston, View from the Studio; and 
(by Duncan Grant) a magnificent embroidered screen-too bad no 
provenance was given-and the1917 Head of Vanessa Bell in a Red 
Scarf, which hangs by the mantel in the Charleston studio. 

The editor claims correctly that "as far as the illustrations are con
cerned this is the most comprehensive survey of the painting and 
designs associated with the Group published to date" and adds "but 
there are, inevitably, omissions:' Nowhere, however, does she explain 
what principles she followed in selecting from landscapes, interiors, 
still lifes, portraits, designs, fabrics, decorated rooms, and decorated 



objects, which collectlvely must number a thousand or more for Bell, 
Grant, and Roger Fry and which are augmented by the Omega work 
of other designers. Bell's Iceland Poppies is a sad omission, and some 
of Roger Fry's wooden landscapes could have been spared to accom
modate a better sampling in color of his pre-1920 portraits; the 
c. 1916 Vanessa Bell (plate 41 in Spalding's Roger Fry) leaps to mind . 

Familiar extracts constitute the bulk of the text, but the explana
tion of how they were chosen is not much clearer. From the dust 
jacket we learn that this volume is one of a series, Cezanne by Him
self, Degas by Himself, etc., and the book is advertised in England 
with the subtitle Its Authors, Painters and Designers by Themselves. 
The editor writes that she wants "to tell a story ... but at the same 
time concentrate on the development of the Group's aesthetic and 
social theories .. . " . With a group remarkable for its diversity, such 
twin aims seem unrealistic. The result is procrustean: nothing by 
Strachey or Forster is represented and less than a page by Keynes. 

Someone has paid too little attention to the mechanics of book
making. The Select Bibliography is marked by strange omissions 
(e.g. the Anthony d'Offay Omega catalogue) and fits into a single 
page with suspicious precision; the "brief biographies of others men
tioned in the text" are padded out with fifteen names not in the index; 
and the index itself is an-ineffectual affair without any subheadings 
(over 65 page numbers under Roger Fry), which omits the illustra 
tions altogether. The only way to find a given picture is to plod 
through the book or scan the nine-page list of plates. 

The editor says she has "kept as far as possible to a chonologic::.I 
framework within each section, although, in some cases, the posi
tioning of illustrations relates to themes within each section rather 
than a strict regard for chronology;' With specific cross-references to 
the plates precluded by the nature of the text, whatever relation 
there may be between themes and illustrations is not easy to follow. 
Although the first set of plates is called "The Early Years;' it stretches 
from 1902 to1928 in no particularorder(certainly not chronological); 
and other works from these same years appear in later sections. The 
next set of plates, "Omega, Hogarth, and Charleston;' is more coher
ent, but the last, "Art and Design;' is simply a catchall. 

Is accuracy too much to ask for in a picture book with the preten
sions of this one? Misspelled, inconsistent, and wrong proper names 
and book titles point to inadequate or nonexistent copy editing, but 
other mistakes can be blamed on the editor herself, e.g., errors in 
identification (page 30), in attribution (page 160), or in provenance 
(page 183). Vanessa Bell did not share the commission to decorate 
the Quee~ry; G. E. Moore should not be identified editorially as 
George Moore; Helen Fry's mental illness cannot be blamed on 
"ossification of the cartilage of the brain;' whatever that may mean; 
and Virginia Woolf's "46" is too well known to be expanded edito
rially as "Fitzroy Square;' 

By far the worst muddles occur in the legends and descriptions of 
the plates, which no one seems to have checked against the art (left 
and right prove especially treacherous) . Dimensions of the originals 
often are not given, even for works photographed at Charleston, and 
some dimensions are impossible on the face of it(pages182, 202, and 
205). Because height and width are presented in no consistent order, 
the reader can distinguish between them only by turning back to the 
illustration itself . 

The text was plainly a secondary consideration since the type 
page is too wide for easy reading, despite generous leading, and 
punctuation so minuscule that periods and commas look alike . 
More than once Naylor takes the bloom off an extract by quoting it 
in her introductory remarks, even on the same spread. In a book that 
features design it is distressing to see pages disfigured by black blot
ches at the top . They turn out to be tiny reproductions of woodcuts, 
nowhere identified (one is Carrington's snail, her only appearance in 
the book as an artist; others are from Omega's Original Woodcuts . .. ). 
If the purpose was to provide orientation, running heads suffice. 

The quality of the color is suspect, many pictures differing from 
earlier reproductions. Vanessa Bel l's 46 Cordon Square, for example, 
is but a pale echo of the version in Watney's English Post-Impression
ism (the truth, of course, may lie somewhere in between) . It is cer
tain , however, that Bell's Landscape with Haystack, c.1912, acquired 
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this year by the Smith College Museum of Art, is too yellow and 
warm, though less markedly so than in the Charleston Newsletter of 
March 1985. 

A straightforward collection of reproductions in reliable color, 
better organized, less pretentious, and meeting the modest demands 
of accuracy and convenience would have been well worth the price 
of $55. It cou ld have found an honorable place on the reference 
shelf beside Shone's Bloomsbury Portraits, instead of lying, decor
ative but useless, on the coffee table . How sad to see such a magnifi
cent opportunity wasted . 

Elizabeth P. Richardson 
26 Crescent Street 
Northhampton, MA 01060 

Review: VIRGINIA WOOLF: LIFE AND LONDON: 
A BIOGRAPHY OF PLACE With illustrations, Maps and 
Guides, by Jean Moorcroft Wilson. London: Cecil Woolf, 
1987; New York: W.W. Norton, 1988. 

Grounded on Leonard Woolf's observation that in his experience 
"what cuts the deepest channels in our lives are the different houses 
in which we live ... so that perhaps the chapters of one's autobiogra 
phy should be determined by the different periods in which one has 
lived in different houses .. . " (Beginning Again), this book is a fine 
introduction not only to the domestic and civic topography of 
Virginia Woolf's life in London and Sussex, but also to the implica 
tions of these temporal and spat ial circumstances. 

In the first chapter, 11 A Biography of Place;' which occupies half 
the book, Wilson organizes Woolf's biography under categories of 
her addresses. For this Wilson has read deeply and well, for she is 
abreast of biographical materials which she sometimes gives a rela
tively unexamined slant, as when she suggests that Ralph Den ham's 
family at Highgate is not only patterned after Leonard's but should 
be considered Jewish (82). The second chapter, as its title indicates, 
examines the role of London in her writing. Wilson discusses how 
Woolf builds characterizations through perceptions of London 
determined by mental and emotional states and looks at patterns of 
repetition among the novels. 

The chapter entitled "Symbolic Landscape" addresses changes in 
London since Virginia's day. Place names no longer have the same 
import: Lambeth and Kentish Town are now "desirable" places to 
live; an historical dimension already applies to Woolf's settings. 
Indeed the class system is at issue here: "From being a clearly defined 
three-class society, London has become much more of a two-class 
society, whose rich continue to live in Belgravia and Mayfair and 
whose 'others' can live virtually anywhere they choose" (146). 

In the fourth part of her book, Wilson suggests walks based on 
Woolf's destinations and patterns of movement in Bloomsbury, 
Hampstead, and the City. These are helpfully illustrated with maps 
as are walks we read about in her novels : those taken by Mrs. Dallo
way, Ralph Denham, and Mr. and Mrs. Ambrose among others. Again 
we are told how things have changed or remained the same: what 
stands; what no longer stands, and what has replaced it. The walks 
sound humane with information on where to catch buses and the 
Tube, particularly for Americans like myself who need weeks before 
being able to walk the distances Londoners take in stride. The Cock 
Tavern at 22 Fleet Street where Leonard and Virginia ate daily while 
they lived at Clifford's Inn is a suggestion for refreshment included in 
the walk taken by Sally and Martin Pargiter. 

In the fifth and final chapter, Wilson addresses Woolf's "other 
houses" -notably, Talland House at St. Ives, Cornwall , site of thir 
teen significant summers of Woolf's childhood, Monk's House, and 
Charleston. But Wilson also describes Little Talland House near 
Firle, Sussex which Virginia leased in 1911 and to which she invited 
Leonard for a weekend though she later came to despise it as "a 
hideous suburban villa" (227). Asham House, discovered by Virgin ia 
and Leonard, is an "elegant" house of the 1820's which provided 
"the germ" for her story "A Haunted House:' In her thoroughness 
Wilson includes The Round House which Woolf bought and sold 



within days upon finding the more suitable Monk's House. It is intrig
uing, nonetheless, to see a house that would delight a feminist arch
itect through Leonard McDermid's drawing. Like his other illustra
tions throughout the book, this one insures recognition of the site 
without sacrificing aesthetic pleasure. 

The book reads as a series of English essays: no Teutonic/American 
footnotes intrude; rather, the quotations are artfully spliced into the 
text. Perhaps a further English aspect is Wilson's attention to the 
Apostles-who belonged; who didn't, accompanied by suggestions 
of why and why not. 

Wilson guides one through the intricacies of Bloomsbury Squares, 
notably Cordon and Tavistock: who among Virginia's friends and 
relatives was where and when. I wish I had known when I was being 
moved among several rooms at the William Goodenough House on 
Mecklenburgh Square, that I was perhaps transversing airspace that 
once accommodated the Woolfs in 1939-40 while No. 37 stood. 

I expect this book to be of help when I teach Woolf, for I have 
often covered the blackboard with floor plans while trying to explain 
Georgian and Victorian houses to American students. Certainly 
much of what Woolf tells us in memoirs of her early life occurs in the 
context of interconnected rooms that can also be cut off from one 
another. Wilson also summarizes generational differences in interior 
decoration and refers to logistics of living arrangements. At 46 Cor
don Square, for example, Virginia would stand to write at her desk 
"in emulation of Vanessa standing at her easel" in her sitting-room 
on the top floor (45). 

The only quibbles I would register are describing Clive Bell's book 
Civilization as "large" (54) and referring to Percival as "Percy" (56). 
More importantly, Virginia Woolf: Life & London can enhance VWM 
readerf understanding of Woolf's life and works. 

Evelyn Haller 
Doane College 

TWO NEW NOTES ON WOOLF'S NOVELS: 
The Summer of 1897: The Origin of Some Character and 
Place Names in Virginia Woolf's Between the Acts 

The similarity between names and places of Virginia Woolf's final 
novel Between the Acts (called Pointzet or Pointz Hal I by Woolf dur
ing the two and one-half years she worked on it) and those names 
and place figuring in her fifteenth summer compels investigation . It 
seems obvious that while she was writing this last fiction, Woolf's 
mind retu'med to that formative fifteenth year she summed up as 
"the first really lived year of my life:' 1 Many of these similarities 
center around Woolf's relationship with her half-sister Stella 
Duckworth's husband, John Waller "Jack" Hills. It is those connec
tions I wish to begin to trace here. 

Jack Hills looms large in Virginia Woolf's memories. From the 
time Woolf first mentions him, he appears on a quarter of the pages 
of" A Sketch of the Past"; he also plays a major role in Woolf's 1907 
"Reminiscences" and in her Memoirs Club submission of 1921, "22 
Hyde Park Cate:' In "A Sketch of the Past" Woolf, at age 58, wrote of 
Jack Hills: 

He stands in my mind's picture gallery for a type-& a desir
able type; the English country gentleman type, I might call it, 
by way of running a line round it; & I add, it is a type I have 
seldom been intimate with; perhaps no one is ever intimate 
with a country gentleman type; yet for nine years I was inti
mate with Jack Hills; a reason perhaps why we became so 
completely separate later; it was impossible to begin again 
formally after that intimacy . And the country gentleman 
came to the surface & separated us. 2 

When Stella died, after a year-long engagement and three months 
of marriage to Jack Hills, 15-year-old Virginia and her older sister 
Vanessa were Jack Hills' sounding board for his "tortured" feelings 
about Stella; Woolf writes often of how these memories caused an 
indelible "scene" in her mind. These "scenes" are an important part 
of Woolf's process in creating her works of art: 

I find that scene making is my natural way of marking the 
past. A scene always comes to the top; arranged; represent-
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ative. [l]n all the writing I have done (novels, criticism, biogra
phy) I almost always have to find a scene[ ... ] when I am 
writing about a person, I must find a representative scene in 
their lives[ ... ]' 

From the vantage point of 58, Woolf remembers this scene from 
age 15: 

I go back then to the year that Stella died-1897. I could sum 
it all up in one scene. I always see when I think of the months 
that followed her death a leafless bush, a skeleton bush, in the 
dark of a summer's night. This finely drawn many twigged tree 
stands outside a garden house. Inside I am sitting with Jack 
Hills.[ ... ]And the tree outside in the August summer light was 
giving me, as he groaned, a symbol of his agony; of our sterile 
agony; was summing it all up. Still the leafless tree is to me the 
emblem, the symbol, of those summer months.• 

A leafless tree, summer's night, darkness-are all important im
ages in Between the Acts, especially in the last thirty pages, those 
that Woolf struggled to write for over a year. Between the Acts starts 
on a summer night and ends the next summer night. The second-to
last page of the earlier typescript of Pointz Hall reads: 

The trees were losing their leaves. They had become skeleton 
trees. The great square of the window showed only sky now. 
And the sky was losing its light; it was a severe stone-blue sky 
now. The shadow crept over Bartholomew's face. He looked 
leafless and gaunt and spectral.' 

The end of the novel portrays Isa and Giles looking out the window, 
into the dark, onto a summer night. 

The character names "Giles" and "Isa" existed from Woolf's very 
first draft of Pointz Hall, unlike the names of, say, Lucy Swithin, who 
started out as Lucy Sc rive ham in the earlier draft or Mr. Perry, a char
acter who does not appear in the later versions of the novel. So it 
seems that for Woolf, at least unconsciously, Giles and Isa were 
characters-in-place from the beginning. 

The idea of passion-of sexual intercourse-ends the novel ancl is 
indeed palpable throughout Between the Acts, the only work of 
Virginia Woolf's where there is such sexual emphasis. After Stella's 
death, in the summer house, Woolf remembers in "A Sketch of the 
Past": 

He [Jack] grips my hand in his. He wrings my hand. He groans: 
"It tears one asunder ... " He gripped my hand to make his 
agony endurable; as women in childbirth grip a sheet. "But 
you can't understand;' he broke off. "Yes I can;' I murmured. 
Subconsciously, I knew that his sexual desires tore him asun
der; I knew he felt that at the same time as his agony at Stella's 
death. Both tortured him.• 

The setting of this summer house is Painswick, where the Stephens 
spent August and September of 1897. "Painswick" sounds remark
ably like "Poynztet;' and Painswick is 35 miles from the sea. So is 
Pointz Hall ('"Are we really; she said, turning round, 'a hundred 
miles from the sea?' 'Thirty-five only; her father-in-law said:')' 

But more important correlations clinch the case. First, the names 
of Giles' wife is Isa, which most readers pronounce /Eye-sa/. Later in 
the novel we find, however, that the name is short for Isabella, so 
that the nickname should be pronounced /lz-za/. Not only does the 
name "Isabella" rhyme with "Stella;' but Woolf's nickname for her 
sister Stella was Bella. Shortly before Stella died, Woolf wrote in her 
diary, "I had a succession of respectable dull visitors, and answered 
the invariable 'How is Stella?' till I hated poor Bella and her 
diseases:'• 

Additionally, lsabella'a husband's name is Giles. Stretch "Giles" 
out to two syllables (as it's often pronounced) and you get /J ai- ils/. 
Insert a "k" between these two syllables in "Ci-Jes" and you get 
"Jack Hills:' (Everyone who reads Woolf is aware of her propensity 
for "playing around" with names.) It is interesting to speculate on 
this exclusion of the "k" sound since Leslie Stephen, Virginia's father, 
disliked Jack Hills' first name. Woolf wrote, "He didn't like the name 
'Jack: I remember his saying it sounded like the snap of a whip:' 
While Stella was on her honeymoon, Leslie Stephen wrote to her, 
"My love to: .. I cannot find a satisfactory name for him yet:'• Sir 
Leslie's "dislike" of the name must have permeated the entire house-



hold. for even Stella while courting refers to Jack in her diary as 
"JWH:' using his given name only when finally announcing, "Jack 
and I are engaged:' 10 Woolf refers to Jack as "Waller" in correspon
dence, diaries and the autobiographical "Reminiscences" written in 
her twenties, but presents him as" Jack" in the later" A Sketch of the 
Past:' 

Most telling, though, is the way in which Woolf contrives Isa and 
Giles' first meeting in Between the Acts: 

They had met first in Scotland fishing-she from one rock, he 
from another. Her line had got tangled; she had given over, 
and had watched him with the stream rushing between his 
legs, casting, casting-until, like a thick ingot of silver bent in 
the middle, the salmon had leapt, had been caught, and she 
had loved him." 

Compare this to Woolf's "Sketch of the Past'' description of her 
visit to Jack Hill's family home Corby (very close to the Scottish 
border) in October, 1897, just after the two months spent in Painswick: 

The river dashed through the grounds; and there I saw Jack 
catch a salmon; for the first time after those desperate months 
he looked triumphant; and worn as he [had] come to look, I 
was struck by his sudden exultation as the line tautened and 
he held the fish there in the water. (Woolf, Moments 102). 12 

(At 15, Woolf had written, "We walked by the river which is most 
beautiful-tearing (?) over stones & splashing & leaping & thor
oughly enjoying itself-with Jack in the morning" and, a few days 
later, "Watched Jack fishing:')" 

Given this internal evidence, it seems certain that the origin of the 
names of the characters "Isabella" and "Giles" came from Woolf's 
half-sister Stella and her brother-in-law Jack Hills. It also seems that 
Jack Hills made a much deeper impression on Virginia Woolf than 
has been recognized previously. That such vivid and extended im
ages of Jack Hills should pervade Woolf's work over the whole of her 
writing career indicates that too-short shrift has been given this 
"country gentleman" with whom Woolf acknowledged nine years of 
intimacy. 

Penny Painter 
Post Office Box 434 
Point Richmond, CA 94807-0434 

Note: My thanks to Stephen Crook, Cyndi Frame, and Philip Milito of the 
Berg Collection for their assistance and encouragement as I explor
ed the Woolf papers this past summer. 
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THE GERMAN RAID ON SCARBOROUGH 
IN JACOB'S ROOM 

At the end of the second last chapter of Jacob's Room, Betty Flan
ders hears the sound of the guns in her house which is located in the 
moors near Scarborough. It is just before she visits Jacob's rooms in 
London after he was killed in the Great War. Many crit ics agree that 
this "dull sound" of "the guns" is only a symbol of Jacob's death in 
the far away battle fields .' There is even an ignorant remark that 
Betty does not hear the guns of a war she cannot comprehend.2 
Betty actually hears the guns, and it is the sound of the real guns 
which attacked her home town, Scarborough, during the Great War. 

The German warships attacked Scarborough on December 16, 
1914. Those battlecruisers bombarded Scarborough Castle, the 
lighthouse, the hotels, and the boarding houses very badly . 124 
people were killed and more than 500 were injured.' Ironically 
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enough, the German officials considered Scarborough as a fortified 
town. Scarborough only had the ruins of a Roman signal station and 
of the medieval castle. Scarborough was rather a resort town and 
known for its spa. This unexpected and horrible attack, therefore, 
shocked the people seriously. It became also an unforgettable 
experience for the British people because England had never been 
attacked since Paul Jones' Raid on Whitehaven on St. George's Day, 
1778.' One of the Sitwell family, Sir Osbert Sitwell, wrote about his 
childhood experience of the Raid in Before the Bombardment. On 
October 2, 1926 just after its publication, Sir Osbert inscribed his 
book for Virginia Woolf.' Another writer from Scarborough, Wini
fred Holtby, described the Raid in The Crowded Street in 1924. Scar
borough, thus, added another significant meaning to British history. 
"Is any of you going to Scarborough Fair?" in a folk song was chang
ed into "Remember Scarborough!" on the recruiting poster.• 

In a military history, the German Raids on the coastal towns of 
Hartlepool and Whitby as well as Scarborough before Christmas had 
influence on the British naval strategies which had already been 
planned. Still in a "fury of indignation against Germans;' the ·cux
haven Raid, the world's first aero-naval attack, was carried out 
against a German airship base on Christmas Day 1914.' This is the 
birth of a new kind of sea battle which later became "the 'carrier task 
force' concept" with "a multiple number aircraft operated from a 
multiple number of surface ships" and which became common in 
World War 11.8 

The German Raid on Scarborough, consequently, sent many 
young men to the battlefields of the Great War. The mothers of Scar
borough, like Betty, were left alone and finally confronted with their 
sons' death. Women's sorrow and pain motivated them to advocate 
the world peace. When the British representatives were refused per
mission to sail to the Hague in order to attend the Women's Inter
national Congress, the Daily Express, on April 24, 1915, showed the 
hope for women's pacifist campaign: 

Someday they may obtain a boat ... perhaps the mothers of 
Scarborough and Hartlepool and the wives of the men of 
Mons and Neuve Chapelle and a few of the Belgians in this 
country who escaped from Liege and Malines with their lives 
and little else will give them a parting ovation at the quay.• 

The mothers of Scarborough were represented as those who suffer 
from the women's pain in the war and their wish for global peace. 
Betty, like Scarborough which was once fortified yet lost a fortress, 
becomes a widow without" a fortress;' is obi iged to depend on Cap
tain Barfoot's "attentions" as another fortress by sacrificing herself, 
and is finally confronted with her son's death. Woolf describes 
neither the Raid nor the War, yet implies men's war, its irony, and its 
consequences by introducing untold and unknown women's history. 

Masami Usui 
221 Collingwood Drive 
East Lansing, MI 48823 

40-8 Namazetakadai 
Nishinomiya, Japan 669-11 

1. Virginia Woolf, Jacob's Room (London: Hogarth, 1976), 175. 
2. Sara Ruddick, " Private Brother, Public World;' in Jane Marcus, ed., New Feminist Essays on 

Virginia Woo/l(Lincoln: U of Nebraska P, 1981), 198. 
3. David Mould, Remember Scarborough 1914!(Nelson, Lancashire: Hendon, 1978), 1. 
4. Alan S. Taylor, Scarborough Fair (M ilnthorp e, Cumbria, privately printed, 1976), 53. 
5. Woolf, The Diary of Virginia Woolf, ed. Anne Olivier Bell, vol. Ill (New York: Harcourt, 1977), 

114. 
6. Taylor. " Preface:' 
7. R.D. Layma n, The Cuxhaven Raid: The World's First Carrier Air Strike(London: Conway, 1985), 

45-46. 
8. Layman, 9. 
9. Ann Wiltsher, The Most Dangerous Women: Feminist Peace Campaigners of _the Great War 

(London: Pandora, 1985), 85. 

The new Charleston Magazine is available in America from the 
museum shops at the Yale Center for British Art and at the Metropol
itan Museum of Art. Volume 1 of this semiannual publication of 
Charleston Trust was issued in April 1990 and contained a previously 
unpublished story by Virginia Woolf . Copies of the magazine may 
also be obtained by sending $10.00 ($9.00 per issue plus $1.00 
postage) to: The Charleston Trust/USA, Regency House, 221 West 
48th Street, Suite 1901, Kansas City, MO 64112 



GREETINGS- Another summer gone-with "do-lists" half done and the 
Fall semester upon us. The cold winds of that toddling town, Chicago are 
blowing us into some odd scheduling for the Society Programs, as you will 
see. (Perhaps this is the MLA response to our repeated complaints about over
crowded rooms for the Society meetings-do please show up, the better to 
show them!) but the meetings themselves look marvelous. 

r We will begin with the Society Social, to which you, your friends, family, 
students, etc. are most welcome. It will be held this year in the lake view 
apartment of bibliophile and art collector, Bea Schneiderman: 

Friday, December 28, 5-8 pm or so 
5555 So. Everett Ave., Apt. 11C 

Tel. 312 643-4494 
This will be before any of our regular meetings, so do pass the word along to 
those who might be interested and may not see this VWM invitation). There. 
will be hot soup with all the fixings, and a warm welcome too from our hos
pitable hostess, Bea. Her place is just a short cab ride from downtown, in the 
University area, across the Boulevard from the Museum of Science and 
Industry. We would appreciate hearing from you if you plan to attend, but 
there will be plenty of food and welcome for everyone, whether expected 
or drop in. 

And now to business: the business meeting to elect our new officers (and so 
far our only nominations are Karen Levenback for President and Mark 
Hussey for Secretary/Treasurer) and to glean suggestions for next year's two 
programs will have to -be sandwiched into the first meeting on VW and 
Humour (which will make a nice leavening!). If you cannot make that meet
ing, please do communicate your ideas for programs to any once and future 
officers prior to that time which is as follows: 

VIRGINIA WOOLF AND HUMOUR 
Saturday, 29 December, 7:15-8:30 p.m., Hong Kong, Hyatt Regency 
Brief business meeting of VWS 

Presiding: Vara Neverow-Turk, Southern Connecticut State University 
1. "Patriarchy Through the Looking Glass or Woolf's Reflections on 

the Lords of Misrule; • Sara E. Culver, Grand Valley State College 

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

ADDRESS CORRECTION REQUESTED. 

2. "The Sense of Humor in Jacob's Room;' Sebastian D. G. 
Knowles, Ohio State University, Columbus. 

3. "Carnivalesque Comedy in-Between the Acts." Christopher Ames, 
Agnes Scott College 

4. "Potsherds from a Woolf en .Archeology: Potshots at the 
Patriarchs;' Denise Marshall, Heidelberg College 

VIRGINIA WOOLF AND THE TRADITION OF THE ESSAY 
Sunday, 30 December, 1 :45-3:00 pm, Grand Ballroom C & D South, 
Hyatt Regency 

Presiding: Marilyn Slutzky Zucker, SUNY at Stony Brook 
1. "Virginia Woolf's Essay Form: A P.aradigm for a Feminist 

Poetics;' Judith Allen, University of Delaware, Newark 
2. "Woolf's 'Trut'hs' as Sleight of Hand;' Irene Papoulis, University 

of California, Santa Barbara 
3. "A Voice of One's Own: Implications of Impersonality in the 

Essays of Virginia Woolf and Alice Walker," Tuzyline Allan, 
Baruch College, CUNY 

4. "Between Writing and Life: Woolf and de Beauvoir's Use of the 
Essay;' Jeanette McVicker, SUNY at Fredonia 

We also can look forward to reading Richard Pearce's The Politics of Narra
tion: James Joyce, William Faulkner, and Virginia Woolf (Rutgers University 
Press, 1991) and Beth Daugherty and Mary Beth Pringle's Approaches to Teach
ing Woolf's "To the Lighthouse" under consideration by the MLA Press (the pro
posed table of contents reads like a Who's Who of the Virginia Woolf Society). 

Editor's Note: Lois Kaufman sent the VWM a copy of the handsomely pro
duced CHARLESTON MAGAZINE. While Woolf's "A Terrible Tragedy in a 
Duckpond" may not in itself warrant such an impressive format, the articles 
by Noel Annan, Penelope Fitzgerald, Simon Watney, and other friends of 
Bloomsbury fulfill editor Hugh Lee's promise that though "writing for period
icals is said to induce in the busy author a lowering of sights[, r]eaders will 
perceive no evidence of that here'.' 
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