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TO THE READERS: 
Pamela Caughie invites essays for an edited collection on 

Virginia Woolf in the Age of Mechanical Reproduction to be published 
as part of Garland's "Border Crossings" series (General Editor, 
Daniel Albright) . The collection invites essays that analyze Woolf's 
position as a modernist writer in relation to changing techniques 
and technologies in a range of artistic productions. Inquiries 
should be sent to Pamela L. Caughie, English Dept., Loyola Uni
versity Chicago, 6525 N. Sheridan Road, Chicago IL 60626 or 
pcaughi@orion.it.luc.edu. The deadline for completed essays is 
March 1997. 

There will be a small Bloomsbury art exhibition at Stanford 
University, opening April 8, 1997. Peter Stansky would like any 
people in northern California who have Bloomsbury material they 
might be willing to lend to contact him (History, Stanford U). 

The E. Sussex County Council has initiated an "Asheham Barn 
Conversion Project" which plans to convert the barn opposite 
Asheham Quarry to a Bunk House/Camping Barn for the use of 
walkers and cyclists on the South Downs. Paul Millmore, who is 
working with the Youth Hostels Association on the project, has 
invited input from the Virginia Woolf Society as there will be a 
displ<\Y at the barn designed to interpret "the significance of the 
Woolfs' life at Asheham House and their place in history." Sugges
tions should be sent to Melba Cuddy-Keane. 

The 7th annual conference on Virginia Woolf is being orga
nized by Jeanne Dubino at Plymouth State College in New 
Hampshire with the theme "Virginia Woolf and Her Influences ." 
Maxine Kumin has agreed to give the opening address. Deadline 
for paper proposals is February 1, 1997. Queries to Jeanne at Dept. 
of English, Plymouth State College, Plymouth NH 03264 or 
jeanned@psc.plymouth.edu. The 8th annual conference is being 
organized by Georgia Johnston at St. Louis University. Hello out 
there on the west coast-9th annual conference anyone? 

Patricia Cramer and Vara Neverow are organizing a pre-confer
ence workshop/gathering on lesbian topics related to Woolf's work. 
This informal gathering is intended to encourage networking, dis
cussion, and scholarship on Woolf and lesbian feminism. For infor
mation about participating and about location, contact Pat at (203) 
975-7036 or Vara at (203) 392-6717 or Neverow@scsud.ctstateu.edu. 

A raffle is being held to raise funds to bring sculptor Suzanne 
Bellamy from Australia to the New Hampshire conference . A $10 
ticket gains you the chance to win Beau Brummell, 1930 Rimington 
and Hooper edition, signed by Virginia Woolf. Number 2 or 550 
copies. 9112 x 12112 in slipcase. Valued a.t $600, so you will probably 
want to buy several tickets! For tickets, contact Krystyna Colburn, 
P.O. Box 454, Cambridge, MA 02140 (Tel: 617 666-0828). 

Mark Hussey 
Pace University 

Fall 1996 

FROM THE READERS: 
Dear VWM: I would like to thank the contributors to the Fall 

1995 issue for their insightful comments on Woolf and biography . 
The essays illuminated Woolf's radical conception of the art of the 
biographer, her revolt against the rhetorical devices sanctified in 
her father Leslie Stephen's Victorian household, and her attempt 
to overturn those conventions through the creation of "a new sort 
of biographical form" which, rather than record "just the facts," 
explores the inner lives of its subjects in an attempt to recreate 
"the living essence of the subject's personality." 

Particularly interesting was Marylu Hill's "Mothering her Text: 
Woolf and the Maternal Paradigm of Biography" which highlights 
"the importance of the maternal image as part of Woolf's bio
graphical process." Marylu is right to celebrate the "perfect resolu
tion" of the mother/artist dichotomy in Woolf's Orlando. "Orlando 
turns the mother into the biographer," she writes. It surprises me, 
however, that while fully aware of the possibility of "multifaceted 
events" and "the many layers of a woman's life," Marylu should 
fail to see the same "resolution" in To the Lighthouse where mother 
and artist "remain mutually exclusive," she claims. 

What I see Woolf doing in her 1927 novel is, in fact, something 
even more radical than the celebrated juxtaposition of mother and 
artist which, as revolutionary as it may seem, still leaves the two 
entities essentially separate . In creating Mrs. Ramsay, Woolf 
removes both mother and artist from their rigid traditional defini
tions and re"signifies" "mother" by moving Mrs. Ramsay from a 
position of powerlessness (its traditional definition) to one of 
authority and affirmation . While Mr. Ramsay would appear to have 
the power with his "splendid mind" (53) and dominance in the out
side world, Mrs. Ramsay is the one with the "heavenly gift" to 
"ease the perplexity of life" and subdue "the reign of chaos" (74). 
Woolf makes sure we see Mrs. Ramsay's "untrained mind" (18) and 
"the extraordinary irrationality ... [with which] she flew in the face 
of facts" (50) as superior to her husband's "accuracy of judgement" 
which only generated hatred "in his children's breasts" (10). 

To the Lighthouse further expands the wife/mother paradigm to 
include the artist. Mrs. Ramsay, procreator of eight, is also "the 
great artificer of her world." Lily Briscoe knows that when Mrs. 
Ramsay is around "in the midst of chaos there [is] shape" (241). In 
fact, much like Lily, Mrs. Ramsay "mak[es] of the moment some
thing permanent (as in another sphere Lily herself tried to make of 
the moment something permanent)" (241). The word "artist" is no 
more confined to literally creating a painting or to giving birth to a 
manuscript. What Mrs. Ramsay gets out of comforting those 
around her is "the rapture of successful creation" (61). 

When the "creative" and the "procreative" dissolve into each 
other, the notion of exclusion becomes irrelevant. This, of course, 
is not to say that in Woolf's fictional world there is a "coherence in 
things." We know too well that the conflict never fully resolves. 
Mrs. Ramsay's characteristic sadness evidences that the questions 
remain and chaos persists. Despite the "perfect triumph" of the 
Boeuf en Daube and the laughter of the guests and the family 
members assembled at her dinner table, Mrs. Ramsay knows that 
underneath the blissful facade "it was all in scraps and frag
ments." For a few precious moments, however, Woolf has made it 
possible for us to say "Yes." 

Thanks, Marylu, for helping me reconnect. 
Arpi Sarafian 
California State University, Los Angeles 



Dear VWM: Contrary to VWM's recent practice of reinventing 
feminist wheels, Virginia Woolf and the Languages of Patriarchy may 
be out of print but its author still exists . The charming story of 
Woolf's use of William Black's 1883 novel for girls, Judith Shakespeare, 
in what she called her "talks to girls," A Room of One's Own, 
appears on pages 87 and 165 of that book. Perhaps Cristina 
Ruotolo might find it too in a used bookstore in rural Oregon, but I 
unde rstand it is in the Yale library system. I don't want to stir up 
any more Oedipal conflict, but as far as I know, this bit of research 
and the discussion of it in Patriarchy did in fact generate feminist 
discussion, especially on the issue of Woolf's move in making 
Judith Shakespeare's sister rather than his daughter and thereby 
avoiding the problem of having a literary father. 

Jane Marcus 
The Graduate School and University Center 
City University of New York 

NEWS BY AND ABOUT PETER ST ANS KY: 
Peter Stansky's new book, ON OR ABOUT DECEMBER 10: 

Early Bloomsbury and Its Intimate World (Harvard UP) will be cele
brated in San Francisco in October ; all readers of VWM will have 
recei ved invitations to the Book Club of California reception. 
Those of you who will be in or about London in November should 
know that The Bloomsbury Workshop (telephone: 0171 405 0632) 
will be giving a book party on Monday, November 25, 5:30 to 7:30; 
their address is 12 Galen Place, off Bury Place, London WC1A2JR. 
The Bloomsbury Workshop has in October held a similar reception 
to mark the publication of the biography of Virginia Woolf by 
Hermione Lee, with an exhibition of paintings, drawings, 
lithographs, and photographs called "Images of Virginia." At the 
private view, Hermione Lee and the composer Simon Rowland
Jones will perform his musical setting for voice, viola and tape of a 
passage from The Waves "The Sea Blazed Gold." Sounds a very 
special event! Anyone who was fortunate enough to attend might 
write a brief account from the Spring VWM. 

The Spring VWM will be edited by this same Peter Stansky (a 
busy man) and he has set February 14 as a loving but final deadline 
for material; he would be glad to hear from would-be contributors 
well before that date, of course. The Fall 97 VWM is being edited by 
guest editor Prof. Jeanne Dubino, Plymouth SC, Plymouth, NH 
03264; her e-mail address is in the PMLA Directory. The theme for 
this issue is literary allusions and influences, but more miscella
neous material will also be considered. Remember our format; be 
brief but full of good meat ( or vegetables, as the case maybe though 
my metaphor was taken from nuts) . (As constant readers may have 
gathered, this nutty, knotty note is being composed on the type
writer at the last possible moment for inclusions by J.J. Wilson
pace Mark . .. ) 

One last notice and this one well in advance from Peter Stansky . 
The Art Gallery at Stanford University is mounting an exhibit of 
Bloomsbury Art from Northern California for the Spring. Any col
lectors in the area should contact them, if you wish to be included . 
The Opening will be April 8-again those in the area will receive 
invitations-and the exhibit will be up during the Spring Quarter. 
We are so glad to see exhibits like this happening and would like to 
thank Peter Stansky for all his fine work . 
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THE WAR WITHIN: A PORTRAIT OF VIRGINIA WOOLF 
Film Review 

Being a Friend of Charleston has many advantages for enthusi
astic readers of Virginia Woolf and her 'Bloomsbury group', espe
cially when on the U.K. side of the Atlantic - like advance notice 
of the private screening of this excellent new film shown for the 
first time in England at the Tate Gallery, London. The event was 
more than the viewing of a fine arts film, though that alone would 
have sufficed to make it worthwhile. Its occasion was an opportu
nity to celebrate the anniversary of Woolf's birth in the company 
of Bloomsbury friends, including the film co-directors, John Fuegi 
and Jo Francis; Olivier Bell; Nigel Nicolson; Juliet Nicolson; 
Frances Partridge; Frances Spalding; and Tony Bradshaw to name 
a few notables. 

The War Within: A Portrait of Virginia Woolf screened at the Clore 
Gallery Auditorium on January 25, I 996. A documentary filmed in 
1994-95, it is an honest look at her life/ work that successfully 
weaves yesterday and today, or moments of her historical past 
with present voices and settings resonant with the knowledge and 
spirit of Woolf's writings. Many of her former haunts are shown 
Monk's House in Rodmell, Sussex; Charleston Farm; Talland 
House, St. Ives, Cornwall; Knole in Sevenoaks, Kent; and King's 
College, Cambridge . 

Partly sponsored by Danish TV-2, its length of fifty-two min
utes reflects an intended television and video potential. It was well 
received in Denmark and Holland, and again in London. The Tate, 
co sponsor of the event with the Charleston Trust, had a limited 
seating capacity in the Clore Gallery of about two hundred, and it 
was a sell-out at ten pounds sterling per ticket. 

The emphases of The War Within are biographical/historical, 
aesthetic, and political. A brief sketch of Woolf's family back
ground is partly illustrated through images by Virginia's great 
aunt, Julia Margaret Cameron: photographs of Leslie and Julia 
Duckworth Stephen and their Victorian home at 22 Hyde Park 
Gate in Kensington where Virginia grew up alongside her two 
brothers, Adrian and Thoby, her sister Vanessa, and the four sib
lings from their parents' previous marriages . Virginia's marriage 
to Leonard and her love affair with Vita are treated through letters 
and other bits of biography. Virginia's voice in the film is by Anna 
Massey; Vita's voice is by her grand-daughter, Juliet Nicolson; and 
Ian Redford is the narrator . Most members of 'the Bloomsbury 
group' are depicted through paintings by Duncan Grant, Dora 
Carrington, Vanessa Bell, and Roger Fry and in photos from the 
albums of Ottoline Morrell and Vanessa Bell. Some of the conflict
ing views surrounding the Post-Impressionist exhibitions of 1910 
and 1912 are presented, and the film documents Leonard and 
Virginia's important roles in the early history of the League of 
Nations. Especially of interest to Woolf scholars is the inclusion of 
recently discovered letters by Virginia to Vita, and a startling, 
never-before-shown still of the 1940 Ges tap o arrest list which 
included both Leonard and Virginia Woolf . 

Perhaps the strongest, most significant point of this film is its 
focus on Virginia Woolf's belief in the need to change the human 
condition toward a new age of humankind that would be edu
cated to disallow any possibility of Facism or war as a solution to 
conflicts. Early in the film footage the little recognized knowledge 
of a Quaker influence on young Virginia Stephen through her 
beloved Violet Dickinson sets the historical and spiritual tone of 
the portrait. It is but one example in a filmic pastiche that weaves 
a portrayal of Woolf's life/work as it opposed Fascism and war in 
every possible way, personally and professionally. 

The film is aesthetically as well as polit ically successful for its 
apparent simplicity and a careful beauty that almost disguises a 
profound call for change in the beliefs and practices of being 
'woman' or 'man'. Camera work by Morten Bruus and the editing 
of this film are particularly well executed: illumination and per
spective are treated as two aspects of recordable, transmittable 
knowledge. The scripted text is constructed largely of quotations 
from Virginia Woolf's writings and of contemporary interviews 
with relatives, friends, and devoted critics-Jan e Marcus, Quentin 
Bell, Angelica Garnett, George 'Dadie' Rylands, Hermione Lee, 
Carolyn Heilbrun , Nigel Nicolson, France s Partridge. The inter -



views have been edited to fit the medium of a documentary, and 
film co-directors mentioned that original transcripts will be given 
to King 's College, Cambridge, and to the Berg Collection at the 
New York Public Library for future use by scholars and film mak
ers on both sides of the Atlantic. 

The visual text is a faithful complement to -its subject as a 
painterly reconstruction of people and places that Virginia Woolf 
knew well and greatly loved. Its fluid style is metaphorically aug
mented by the repeated presence of water, while a soft focus lens 
thematizes the poetic nature of Woolf's life/work. The film makes 
sense as an historical portrait of great contemporary relevance that 
reaches beyond Woolf's death to (re)unite verbal and visual 
images--old and young - into a sincere and unsentimental remi
niscence. Virginia Woolf's spirit is shown as a woman/writer liv
ing through (un)certain moments of historical and spiritual time. 

In the question -and -answer session following the screening, the 
directors addressed issues raised by members of the audience, and 
Jo Francis explained a bit about the title: "Virginia Woolf was 
above all so multi -faceted ... the title refers to many aspects of her 
concerns-war between the sexes, the classes, between nations, her 
inner conflicts, as well as external ones .. . . " A letter from the 
directors in response to reading an early copy of this review 
included the following useful information: "Had we spoken longer 
at the Tate, what we would have wished to make plainer is that use 
by Woolf scholars [of transcripts] is different from commercial use 
and, regrettably, potential misuse in the commercial world that 
dominates so much film-making nowadays. Similarly ... the film 
footage itself is different from a mere transcript of the words spo
ken in the uncut interviews ... our plan ... is to deposit transcripts 
of the filmed interviews and to allow their use, but to hold back for 
now use of the film footage itself . As was said at the Tate, it is our 
intention to have not only the words accessible to scholars but 
eventually ... to find a way to make whatever we can available to 
scholars free of charge for strictly non-commercial purposes . 

"Since we talked at the Tate, the 1996 Charleston Summer 
School screening has been confirmed and the film will be shown 
again at the Tate on September 5, 1996. It will be shown at the 
Woolf conference in South Carolina in June and will be available 
from then on for purchase in video cassette form. The film will also 
be shown in June at the Montreal Festival for New Cinema . WNET 
in New York plans to show the film in July. The Cambridge Film 
Festival (England) also has asked to see the film with a view to 
showing it as part of their festival in July. As you can see, it is 
beginning to make some steps out into the broader world." 

Brenda Lyons, D.Phil. 
Balliol College, Oxford 

CLASS DISTINCTIONS 
As is well known, Virginia Woolf's political views became 

increasingly radical from the twenties until her death in 1941. The 
distinguishing mark of that radicalism is her deepening insistence 
on the connection between familial and national politics. As a con
sequence of this holistic approach, in Woolf's political writing, dis
cussions of social class share an equal place with feminism; but 
this was not always the case. 

"Class Distinctions," an unpublished essay tu cked in the 
manuscript of The Voyage Out (and miscatalogued as a possible 
draft of "The Cinema") shows Woolf at a moment just before ques
tions of class became inextricably bound with questions of gender. 
This minor, unfinished essay indicates how far Woolf was, in 1912, 
from the position she would take twenty-five years later in Three 
Guineas. Her archness and confidence in this pre-war essay is not to 
be found anywhere in Woolf's published writing on social class; 
that is, whatever nascent feminist outrage may have existed in The 
Voyage Out, it was still possible for Woolf in 1912 to imagine an 
essay on class distinctions wholly without reference to women. 

"Class Distinctions" is a relic of Edwardian Bloomsbury: it con
siders the definition of the word "gentleman," contrasting the 
opinions of Woolf and her friends with that of the Victorians, and 
addressing a "problem" peculiar to the pre -war British haute
bourgeoisie: "The word [gentleman] itself is current today, but we 
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are never sure ... what we mean by it . ... But to pretend that our 
class distinctions have all run into each other or that 'gentleman' is 
not freely used in private to finish off sketches of one's friends 
would be untrue ."' Here, Woolf adopts a comfortable, clubby 
"we" that is just beginning to be embarrassed at its dependence on 
an antiquated idea of the gentleman . These are not the thoughts of 
a writer in a democratic mood. "Class Distinctions" continues in 
this vein, confident and aloof in its assertion that "there is never 
any doubt as to who is a gentleman and who is not" yet (" & it is 
here that we differ from the Victorians," she writes) uncertain of 
the value of being a gentleman . In short, on the evidence of this 
fragment alone, it would seem more likely that Virginia Woolf 
would develop into an author whose books would share the shelf 
with Evelyn Waugh and Nancy Mitford than one who would 
stand alongside Adrienne Rich and Simone de Beauvoir. 

For all its hesitations, "Class Distinctions " is the essay of an 
insider. And yet , Woolf cannot address the one question that 
would seem central to an insider's discussion of the gentleman: is 
the author a gentleman? The essay moves between "we" and 
"you," never needing to reveal Woolf's own sex, and thus her cate
gorical exclusion from the status of "gentleman." When Woolf 
became aware of the price she was paying each time she adopted 
the voice of the gentleman essayist, her feminism began to take 
definite political shape. With "Class Distinctions," we have a vivid 
picture of the moment just before that happened. 

Anne E. Fernald 
Harvard University 

1 Woolf, "ClassDistinctions." Holograph fragment. Microform. 5p ., one loose . 
M32: The Voyage Out. Chapters 15-27. Manuscripts from the Henry W. and Albert A. 
Berg Collection. 

Review: MODERNISM AND MASS POLITICS: JOYCE, 
WOOLF, ELIOT, YEATS by Michael Tratner, Stanford: 
Stanford U P, 1995. viii + 284 pp. $39.50. 

According to Michael Tratner's broad study, modernist litera
ture is itself deeply influenced and informed by the classic nine
teenth-century political conflict between collectivism and individ
ualism, a tension that had particular relevancy for early twentieth 
century Britain. Mass movements had already produced signifi
cant changes in the nation's political structure: women gained the 
vote, the working classes found their political voices, and the colo
nized began to resist the power of empire. From these revolution 
ary transformations arose a crisis of cultural unity and stability, as 
questions concerning the individual's function, tradition's value, 
and political power's moral and ethical implementation over 
whelmed intellectual discourse . Here lies the intersection between 
politics and literature, for, according to Tratner, the historical 
milieu was so occupied with these concerns that social and politi
cal issues become aesthetic matter. Consequently, Modernism and 
Mass Politics seeks to reveal these "surprising relationships 
between literary innovations and real parties and policies" (4). 

Interestingly, Tratner employs sociology to expose the connec
tions between art and politics, namely the turn-of-the -century 
analyses of Gustave LeBon and Georges Sorel; for this project, 
LeBon explains the inner psychological workings of the mob, 
while Sorel theorizes how the mob becomes a movement. From 
these generalized explanations of mass behavior, Tratner moves to 



his four featured authors, dividing them into two groups: defend
ers of a unified retro-culture (Eliot and Yeats) and supporters of 
the . new pluralism (Woolf and Joyce). He considers the former 
more conservative, as their concerns are often enmeshed with 
ideas of masculinist leadership (cultural and political), while the 
latter are leftist, seeking to decenter authority and allow an inde
terminate Other to have a voice in the socio-political debate. 

Indeed, one of the more interesting strengths of Modernism and 
Mass Politics is its leftist positioning of Joyce along with Woolf. 
Following the feminist scholarship of Bonnie Kime Scott and 
Karen Lawrence, Tratner sees a stronger ideological link between 
the novelists than that between Joyce and two other so-called 
"men of 1914." By presenting a critical paradigm that challenges 
the increasingly anachronistic masculinist modernist canon, 
Tratner's study adds notably to the growing scholarship demand
ing a more accurately detailed literary history, one where Woolf's 
importance is unquestioned. 

Certainly Tratner attempts to achieve a significant sense of scope, 
examining a large number of works by each author. Yet the chapters 
on Eliot (two of them) and Yeats (only one) seem the strongest, for in 
them Tratner shows an understanding and mastery of the poets' 
entire careers, of their writings both artistic and critical. 
Comparatively , the Woolf and Joyce sections demonstrate less mas
tery and breadth, which is especially odd given that more text is 
devoted to Woolf (three chapters) than any of the other authors. Of 
course, these are the chapters of greatest interest to readers of VWM. 

The Voyage Out, To The Lighthouse, and The Waves receive a chap
ter each. Tratner reads To The Lighthouse, along with Ulysses, as a 
novel that articulates awareness of a social unconscious, specifically 
"realms ruled by working-class women of 'minor' ethnicity" (50). In 
this way, Woolf's representation of the Ramsays' servant Mrs . 
MacNab, both in the published novel and earlier manuscripts, 
becomes central to understanding the novel's depiction and negoti
ation of class difference and its attendant conflict. The Voyage Out is 
understood as a (post)colonial narrative similar to Heart of Darkness. 
Tratner's reading, which relies heavily on Marianne DeKoven's Rich 
and Strange (1992), sees Rachel's South American journey as not 
only an exploration of "the repressed feminine," but also a bour
geois joining with the lower-class and racialized masses (85). 
Apparently Rachel's deadly illness reveals the difficulties Woolf 
faced in articulating that which lies outside her social and racial 
experience, in making whom Tratner positions as a South American 
subaltern speak. Finally, Tratner realizes The Waves as a quintessen
tial pluralistic work in which narrative structure and technique dis
solve the constraints of individual character. Expanding on the 
work of Jane Marcus, he intertwines the political and aesthetic, find
ing that "the novel in effect presents only one character, a six-lobed 
creature that consists not of physical bodies, but of the emotional 
interconnections between people" (218). Ludicrous as this sounds, 
the reading functions fairly effectively, in part because Tratner can
not really express the narrative except in terms of six individual 
characters (by chapter's end he refers to them rather plainly as "six 
people" [239]). Therefore, the "creature" works as a crude 
metaphor for British mass society with its many interests and 
drives, the result of the novel's overwhelming desire to erase indi
vidualism and imperialism . Clearly each of these chapters present 
unique politicized readings of the novels; Modernism and Mass 
Politics is well worth the attention of any Woolf scholar. 

Despite the relative worth of his project, Tratner makes some 
unusual methodological choices as well as some errors and 
absences . For example, despite his lengthy explanation of the soci
ological literature that informs his reading, Tratner fails to fully 
connect the works of LeBon and Sorel to his specific readings, 
though the theoretical works of these tum-of-the century sociolo
gists certainly help us understand the socio-political milieu from 
which "high modernism" appeared . This lack makes the study 
appear fragmented given its attempt at establishing a scholarly 
master-narrative . Also, the work has the habit of collapsing vari
ous forms of difference into an all-encompassing Other; as class, 
gender, and racial differences operate in various and frequently 
exclusive ways within culture, it would have been nice to see 
Tratner at least acknowledge the difference within difference and 
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explain how exactly he moves from one type to another. Finally, 
there are at least two errors in the chapter discussing To The 
Lighthouse. First, Tratner identifies inaccurately Leonard Woolf as a 
Labour M.P. (55). (Woolf did stand in 1920 for a University seat as 
a Labour candidate, but he lost.) Second, in a long discussion of 
George Dangerfield's The Strange Death of Liberal England, he iden
tifies confusingly the book both as "[t]he most popular history of 
England in this era" (60) and as a "novel" (64), though one would 
imagine the genres are somewhat exclusive. However, these flaws 
do not reduce the basic value of Modernism and Mass Politics. 

William M. Harrison 
Department of English 
Wichita State University 

Review: LEONARD AND VIRGINIA WOOLF AS 
PUBLISHERS: THE HOGARTH PRESS 1917-41, 
by J.H. Willis Jr., University Press of Virginia, 
Charlottesville & London, 1992. 472 pages, $35, hardcover. 

As someone who helps Leonard Woolf's nephew run his own 
independent publishing house, I particularly enjoyed Professor 
Willis's Leonard and Virginia Woolf as Publishers. There is, however, 
a great deal in it to interest those who have never experienced the 
tribulations and excitements of small-scale publishing. For, as 
Willis points out, "the history of the Hogarth Press is about the 
Woolfs and Bloombury, about Virginia as a writer and partner in 
publishing, and about Leonard as a writer and managing director 
of the press. It chronicles one of the most notable achievements of 
Bloomsbury. But the history of the press is also about Freud, 
Chekov, Tolstoy, Rilke, Keynes, H.G. Wells, Vita Sackville-West, 
T.S. Eliot, Christopher Isherwood, and many of the othe r authors 
who published their books and pamphlets with the press"[p.ix] . A 
study of the Hogarth Press, he argues, gives a new insight into the 
intellectual and social history of England between the wars . He 
might also have pointed out that his study is highly relevant to our 
current situation, in which, with the take-over of many medium
sized British publishing houses by the giants, small presses are 
making a come-back. (One of Leonard Woolf's major reasons for 
starting the Hogarth Press was to print and publish small books 
and pamphlets which would stand no chance of being produced 
by commercial publishers.) 

The book's plan is simple and, for the most part, effective: that 
is, an examination of the Hogarth Press between its beginning in 
1917 and Virginia Woolf's death in 1941, when it somewhat 
changed its nature. Dividing his material into five phases, Willis 
starts by looking at the first years at Hogarth House between 1917 
and . 1923, followed by an examination of the significant develop
ment of the press between 1924 and 1930 after the Woolfs moved 
the press into separate premises in Tavistock Square and the 
period of John Lehmann's first association with the Woolfs as 
manager from 1931-32. Next comes the press's most politically 
active period in the mid-thirties and, finally, John Lehmann's sec
ond association with the press as a partner from 1938 onwards. 
Interspersed with this are the separate chapters, on areas of special 
interest-the Russian translations of the early 1920's, the political, 
social and international publications of the twenties and thirties 



and the publication of Freud's and other works of the Psycho
analytical Library during that same period. The book opens with a 
consideration of the Woolfs' hand-printing and concludes with a 
discussion of the press as a business. No stone is left unturned. 

Inevitably, such an exhaustive examination involves some rep
etition, yet Willis rarely fails to interest. Part of his secret is the dis
covery of new material: thirty-two boxes of Hogarth Press corre
spondence unearthed from the stock-rooms of Chatto & Windus 
and now at the University of Reading. Another attractive feature 
of the book is Willis's enthusiasm, based not only on the detailed 
knowledge of printing but also of Leonard and Virginia Woolf's 
own works and times. He reminds us, for example, that Virginia's 
interest in book production started much earlier than 1917, with 
her experiments in book binding around the turn of the century, 
and makes a convincing connection between the Hogarth Press 
and the Omega Workshops, which had published four books by 
the time the Woolfs started . He gives absorbing details for the 
printing of most of the early works, not just what kind of type they 
bought and exactly how much it cost, but also the fact, for 
instance, that Virginia became so engro ssed in helping set the 
print of Leonard's contribution to Two Stories, that she almost for
got to write her own(" A Mark on the Wall"). It is also interesting 
that for the rarest of the Hogarth publications, the poems of 
Leonard's younger brother, Cecil, another brother Philip, who was 
wounded by the same shell that killed Cecil, was brought in to 
help and advise. (Though I believe that seven copies of this little 
book have survived, rather than the five cited by Willis, and it 
would have been even more interesting if their actual locations 
had been given, not just a reference to Holleyman's listing.) 

Willis's admiration for the Woolfs is evident throughout, but 
he remains impressively impartial, logging their failures as well as 
their successes. Virginia's hostile reaction to Joyce's Ulysses for 
example, and their failure to print is related in full. But, as he also 
shows, there was more than enough to make up for this famous 
rejection in the Hogarth Press's list and he enjoys tracing 
Leonard's perspicacious decision in England. (Leonard wrote to 
solicit work from Eliot after reading Prufrock and Other Poems.) The 
publication of The Waste Land in 1923 was, of course, one of the 
press's most valuable achievements. 

Leonard and Virginia Woolf as Publishers is not all factual by any 
means. Willis has a nu~ber of theories about the press, such as his 
argument that, because of the collaboration of Vanessa Bell on the 
artwork, it provided Virginia with an additional means of binding 
herself to her sister . His most significant claim, and one which it 
would be difficult to refute, is that the press not only influenced 
Virginia's development by introducing her to a wide variety of 
work by other, sometimes non-literary writers, but also by giving 
her a sense of freedom to experiment: it was, she wrote to David 
Garnett in 1917, "the greatest mercy to be able to do what one 
likes-no editors, or publishers, and only people to read who 
more or less like that sort of thing"[pp. 9-10]. As a result, she was, 
for the most part, able to produce her novels without the excessive 
strain which had led to her breakdown from 1913 to 1915. 

Willis's theories are well-grounded in fact, which partly explains 
this book's peculiar interest. His detailed knowledge of the history 
of small presses in the early twentieth century, for example, enables 
him to point out that one reason the Hogarth Press succeeded 
where others failed was that Leonard and Virginia were concerned 
more with content than appearance. By daring to publish original 
works by contemporary writers, rather than elegant reprints of the 
classics, and by diversifying beyond fiction and poetry into transla
tions, politics, economics, history, psychoanalysis, criticism and 
memoirs, they built up a solid list. His fresh archive material 
enables him to make new claims , for instance, that Monday or 
Tuesday was not the success Virginia describes in her diary. He is 
equally interesting on other writers, reminding us in the case of 
E.M. Forster , for example, that he had not published anything for 
nine years when he brought his The Story of the Siren to the Woolfs 
in 1920. He is particularly good on Leonard, tracing his develop
ment as a writer with the kind of appreciation which makes one 
want to re-read his works . Leonard's refusal to alter his story, 
"Pearls and Swine," or to write another one for American consump-
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tion, makes amusing reading, particularly the reputed remark of a 
New York "Magazine Specialist" Ann Watkins: "But holy, suffering 
cats! how Woolf can write" [p.58]. Willis also throws up interesting 
facts about the publishing of F.M. Mayor's The Rector's Daughter, 
which became an unexpected success. Virginia, it seems, was sur
prisingly unsympathetic towards the struggling and somewhat 
unfortunate "feminist" writer, telling Pernel Strachey "She has the 
profile of a gorilla and once acted Ophelia" [p. 105]-a remark 
hardly worthy of the author of A Room Of One's Own! 

Altogether this is a most enjoyable as well as highly informative 
book. It fully justifies Willis's contention that, both commercially 
and artistically, the Hogarth Press was a singular achievement, 
remaining its "quirky and idiosyncratic" self from 1917 to 1941 and 
publishing some of the most important authors of this century: 
"Not many larger presses can match the success rate of the 
Hogarth" [p. 398]. He is right to claim that it makes Bloomsbury 
seem less frivolous. 

Jean Wilson Woolf 
Birkbeck College 
London 

Review: ROGER FRY: A BIOGRAPHY by Virginia Woolf. 
Edited by Diane F. Gillespie. Shakespeare Head Press 
Edition. Oxford. UK: Blackwell Publishers. 1995. 389 pp., 
35£, hardcover. 
A ROGER FRY READER. Edited with Introductory Essays 
by Christoper Reed. Chicago: University of Chicago Press. 
1996. 440 pp., $50 hardback. $19.95 paperback. 

This is another volume in the Shakespeare Head Press distin
guished series of edited versions of the thirteen canonical works 
by Virginia Woolf: her novels (including her two fictional biogra
phies, Orlando and Flush), her two overt feminist works, and this, 
her one biography. A sense of personalities infused much of her 
other writings, her essays, as well as richly informing her diaries 
and letters. But this was her only effort at a "proper" biography . It 
has had something of a mixed reputation, and now having reread 
it after many years, I am full of both admiration and doubts. It 
does tell the story of Roger Fry's life, and it becomes particularly 
vivid after she has meet him, which took place in 1910. That, and 
Fry's great exhibition of that year, "Manet and the Post
Impressionists," was a major reason that she would write in 1924 
that "on or about December 1910 human character changed." 

And Fry certainly did. change the life of those who were form
ing Bloomsbury . Most immediately, he helped move Vanessa Bell 
and Duncan Grant into their significant period as modernist 
painters. As one would expect, Woolf's study is wonderfully writ
ten and is full of perceptions and information . The Post Impres
sionism that Fry introduced to England became increasingly 
important as an influence upon Woolf's own prose. Yet she does 
not appear to be totally at home in the world of art and one does 
not have a rich enough sense of Fry's importance as an art critic. 
There is, however, an excellent feeling for how he thought and for 
his ability to look afresh at paintings and to challenge received 
opinions in any field. 

We know from surviving notes how hard Woolf worked on 
this book, but she certainly did not wish to write anything 
approaching a Victorian life and letters. She produced a seamless 
text, full of quotations, but with no footnotes or sources cited 
what-soever. She has even played with writing the book in some 
sort of fictional way, a parallel work with her other "biographies." 
A further problem for her was that Fry had had a brief but highly 
important affair with Vanessa. Vanessa did not object to it being 
mentioned but doing so would have violated the conventions of 
the time to an even greater degree than most of Bloomsbury was 
comfortable with. Bloomsbury believed in freedom without pub
licity. As usual with the English, the information was there for 
those who knew about it already. "He had fallen very much in 
love-that was the most exciting thing of all." (p. 158) 



With 134 pages of notes Diane Gillespie has done a splendid 
job, leaving the text as it is, but providing the material that makes 
this a more traditional biography . She may have, indeed, done a 
bit too much. She does say that she has only annotated those 
names and other aspects that a contemporary readership might 
need to have identified . It is always a problem to know how much 
to annotate and in general it is probably the right decision to do 
too much rather than too little, but it's fair to assume that this book 
will attract a fairly literate reader who will not need quite a few of 
the annotations. But much of what Gillespie has done is invaluable 
and vastly enriches the text, and for that one is grateful. 

So it is a great boon to have Roger Fry available in this fine, if 
expensive, edition. Good as it is, a nagging question does raise 
itself. Did Virginia Woolf make the right decision, at the urging of 
Fry's family, in undertaking this task? Others would have not have 
had her personal insight and style, but one suspects that, in the 
few years remaining to her, she would have been better advised to 
have used her genius in more creative ways than in writing this 
particular book. 

By a nice coincidence, A Roger Fry Reader has just been pub-
. lished so that the reader can have available a generous selection of 
Roger Fry's writings, virtually none of them previously available at 
all in book form and some never published . In any case, of Fry's 
three major collections of essays, Vision and Design (1920), 
Transformations (1926), and.Last Lectures (1939), only Transformations 

. is in print in this country.(Perhaps Chicago will bring out the most 
important, Vision and Design, with the same editor.) Reed has writ
ten excellent introd uctions to the seven sections. His argument, 
well supported by the fascinating pieces by Fry, emphasizes the 
wide ranging nature of his contribution . The standard Fry is pre
sent here, celebrated by Kenneth Clark, quite rightly, as the most 
influential English art critic since Ruskin, who quickly moved 
much of the public, certainly its "informed" part, from a rejection to 
an acceptance of modem art. But there is also the Fry who built his 
ideas more on the Arts and Crafts than has been previously recog
nized. It now seems obvious, thanks to Reed, that the Omega 
Workshops owed quite a bit to William Morris and A. H. 
M_ackmurdo's Century Guild, but previous commentators have 
reject the connection, based on the clear "modernism" of Fry's 
designs, and of many of his ideas . And then, Reed, in conclusion, 
gives us a Fry who in the multiplicity of his ideas might be more 
acceptable to post-modernists than one would have thought. 
Through these two books we have Fry depicted more than fifty 
years apart; both remind us of his importance and vitality, and that 
he has. been unfairly neglected in recent years. 

Peter Stansky 
Stanford University 

Review: BLOOMSBURY RECALLED by Quentin Bell. 
New York: Columbia University Press, 1996. 234 pp., 
$24.95 hardcover (published by John Murray, England, 
as ELDERS AND BEITERS). 

"It was a time when ... "-such a phrase marks a point. You 
either quail, knowing a full-blown disquisition will follow, from an 
unwitty source, or you settle down for something entertaining and 
of the right length, trusting the teller. This book is the right length, 
and Quentin Bell is witty: take his footnote about Vanessa's dancing, 
on "one notable occasion''. in a manner that would, he said, have 
surprised her teachers ("see p. 51 "), where we learn that she 
stripped naked to the waist in a large crowd. His view is both subtle 
and circumspect in the original sense of the word: it looks around . 

And there are things to learn here that are radica lly unavailable 
anywhere else, like Quentin Bell's take on Clive Bell, forthright 
and yet understated: "I for my part never found Clive great fun 
after the advent of Hitler." Here is his equally forthright opinion 
on the significant form that played such a large role in the subse 
quent reception of what Roger Fry had originally had in mind and 
left for Clive Bell to write up: "in fact the elements that can be 

- 6-

found in a picture are so numerous and so hard to disentangle that 
it is only in those cases where everything except the form is invisi
ble that a formalist approach imposes itself." Some of the strongest 
passages in this invaluable book discuss the energy and excite
ment Roger Fry conveyed to the Bells and to the "discipline and 
architectural force" that their combined strength gave to their art, 
and his collaboration with Charles Mauron on his translations 
from English, from Forster and Virginia Woolf. 

On the lighter side, the anecdotes and descriptions are quite 
wonderful in their vividness: Roger on his bicycle with his mass of 
easels, canvasses, paint boxes, books, packages, and chimney 
behind him; the sunflower seeds scattered on the Charleston draw
ing room floor, since Bunny Garnett described Russian railway 
cars awash in them so convincingly that Quentin wanted to try it 
out; the pudding scenes, with his feeling that Julian (who was 
about to leave for Spain) had an unfair helping larger than the oth
ers; Lydia Lopokova, her chest bare among the raspberries, pulling 
up her skirts to her skin over an equally bare portion of her 
anatomy; Leonard Woolf peeing on the bust of Sir James Stephen, 
the Colonial Secretary; Matisse and his views on Gertrude Stein; 
Ethel Smyth "in full fig." 

Well, I loved the memoirs collected here. 
Mary Ann Caws 
Graduate School, CUNY 

Review: VIRGINA WOOLF AND SAMUEL JOHNSON: 
COMMON READERS by Beth Carole Rosenberg. 
New York: St. Martin's Press, May 1995. 144 pp., 
$39.95 hardcover 

This is a text which (necessarily) spends a great deal of time 
discussing the nature of criticism and the occupation of critic. It is 
thus with a great deal of introspection that I continue the conversa
tion that Beth Carole Rosenberg has begun. 

Rosenberg sets out as her goal a consideration of the impact of 
Woolf's essays on her inno vations in form and structure. In partic
ular, Rosenberg believes Woolf's essay work is essential to the 
development of what she (with help from Mikhail Bakhtin) terms 
Woolf's "dialogical style''. an evolving technique present in her fic
tion as well as her expository writings. 

This notion of the dialogic is crucial to Rosenberg's arguement. 
By definition, "dialogic" pertains to dialogue, and the Bakhtin/ 
Rosenberg version is no exception to this. "Dialogic" refers to style 
and form informed by diversity in language, voices, speech. 
Rosenberg describes the relationship between writers and between 
writers and readers as a series of conversations. Woolf's form is 
not merely aware of or concerned with these relationships; her 
form is formed by them. 

Rosenberg traces her argument through a consideration of the 
relationships (literary and otherwise) between Woolf, Leslie Stephen 
and Samual Johnson. Both Woolf and Stephen are indebted in their 
thinking to Johnson., especially to his notion of the Common 
Reader. Woolf in turn is indebted to her father's teachings. The crux 
of Rosenberg's argument turns on the idea that Woolf and her father 
have singular reactions to their common literary "father''. Johnson. 



Rosenberg begins by concentrating on the theoretical and philo
sophical interaction between Johnson and Stephen. Stephen's writ
ings and philosophies are directly and often indirectly informed by 
Johnson; Stephen's identities as critic and historian are in part the 
result of his assertions of difference. Stephen reads Johnson from 
two distinct positions: skeptical and common sense understandings 
(philosophies informed by Locke and Hume). Through an intricate 
series of connections (involving considerations of social and moral 
responsibilities, science and theology, reason and dogma). 
Rosenberg ultimately focuses on Stephen's belief that Johnson does 
not write as we ll as he speaks. What Rosenberg believes (and what 
she asserts Woolf recognizes and emulates) is that Johnson is actu
ally attempting to consolidate modes of speech and writing, 
"Johnson is in fact working out a way to incorporate the elements of 
dialogue, speaker, and audience into his written discourse: the bal
ance and antithesis are a means of incorporating more than one 
voice, or point of view, into the text."(16) 

More than half of Rosenberg's text is devoted to the laying out 
of these intricate relationships between Johnson, Stephen and 
Woolf . The result is a new hypothesis al-vmt Woolf's understand
ing of the Common Reader as a "me taphor for a rhetorical tech
nique that, like dialogue, allows for flux, freedom, and the lack of 
stable meaning." (xxi) Or, in another iteration, " . . . the Common 
Reader is a metaphor for how texts operate and how knowledge is 
constructed." (56) the second portion of Rosenberg's text applies 
this understanding of form to several of Woolf's works, including 
To the Lighthouse, Mrs. Dal/away, The Waves, Between the Acts, Three 
Guineas and A Room of One's Own. 

The research present in this work is impressive, and Rosenberg 
does much to illuminate the literary relationships between these 
great thinkers. Her close readings are also quite good. I question, 
however, Rosenberg's almost exclusive concentration on form. 
Although I do not underestimate the importance of structure and 
form in Woolf's work, I also believe her subject matter deserves at 
least a margin of attention. Septimus Smith, for example, cannot to 
my understanding, be considered as isolated and unable to deter
mine meaning in his surroundings without some thought as to the 
reasons behind his isolation. I wonder as well that more effort was 
not made towards an updating of the notion of the Common 
Reader with respect to such issues as race, class and gender. 
Rosenberg sees all writers as "united into one": certainly in our 
more progressive age this notion is a bit idealistic. 

Rosenberg views her work as a response to the call made by 
Tori! Moi (and others) for a reading of Woolf that addresses both 
the feminist politics and the modernist techniques present in her 
writings. She has set herself an arduous task, and accomplished a 
great deal in the process. In the ongoing conversation which I 
agree is criticism, I have a question. Rosenberg asserts that 
"Virginia Woolf reacts against her father by adopting Johnson as her 
literary father and reading him antithetically from Stephen .. . " (47) 
Given what we know of Woolf's personal history, and considering 
as well current debates about canonical hierarchies, what are the 
psychological, political, and literary implications of such tremen
dous fatherly influence? 

Lynn Do/berg 
Boston University 
Department of English 
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Continued from page 8 
And, I have received a brochure and information from the new own

ers of Talland House-to join the Society, and to inform us that Talland 
House is, as they bill it, sporting "luxury self-contained holiday flats." 
Owners Nigel and Sue Bedford indicate that the house is split up into 5 
flats. and can sleep a total of 20+. They are interested in having more 
Americans come stay, and "those interested in the history of the house 
and the literature of Virginia Woolf." I have a complete listing of costs in 
pounds and booking application form that I would be happy to duplicate 
and send to any interested party . Perhaps now is the chance for campus 
international programs and travel to bring Woolf to our students. 

DUES: Please send in dues if you haven't yet. Dues are $15 for regu
lar members, $7.50 is for students, the retired, and unemployed. 

ADDRESSES: While I try to keep track of everyone's address 
changes, and moves, I know I am not always up to date. If you are not 
receiving materials, or have recently moved, give me a holler and I'll 
work on it. One of the frustrating developments is that returned mail, 
which used to carry the new addres s, even if it hadn't been forwarding, 
often no longer does. The Post Office is erratic, and it seems to me that 
the length of time for their forwarding has been reduced. So please drop 
me a line. Thanks. 

Finally, this is at least so far as I know my last column as VWS execu
tive. Elections are at MLA, and many of you received the summer newslet
ter with that info, and calls for nominees for the executive. I have enjoyed 
communicating with all of you, and hearing from the Woolves every
where. Woolf people make the best network. Thank all of you for the notes, 
suggestions, and information over this three years, your support and good 
will. I hope to see you all at MLA, and the conference in June. 

Denise M. Marshall 
Secretary/Treasurer 
S UNY-Oswego 

SOCIETY MLA SESSIONS IN WASHINGTON D.C.: 
Virginia Woolf's Diaries and Letters 

December 29, 1996 
1:45-3:00 p.m. 

Barbara Lounsberry and Pierre-Eric Villeneuve, Presiding 
"Circulating Genius: Woolf, Mansfield, Murry, and Eliot." 
Sydney Janet Kaplan, University of Washington. 
"Woolf's Early Journals : Pieces for the Emergence of a Subjectivity." 
Elene Cliche, University du Quebec a Montreal. 
"Private Embodiment: People's Physicality in Woolf's diaries." 
Chris Buttram Trombold, Sam Houston State University. 
"Epistolary Personae: Performance and Play in Virginia Woolf's 
Letters." Christine Froula, Northwestern University. 

Virginia Woolf and Popular Culture: Media and Technology 
December 30,. 1996 

8:30-9:45 a.m. 
Brenda R. Silver, Presiding 
"Bloomsbury in Vogue." Jane Garrity, University of Colorado, 
Boulder. 
"Technomania and Technophobia in Woolf Studies: Exploration in 
Hypertext." Rebecca Stephens, Carlow College. 
"Selling Out[siders]: Virginia Woolf and Walter Benjamin." 
Leslie Kathleen Hankins, Cornell College. 
The annual VWS MLA gathering is planned, and has a lovely home. 
VWS Meeting and Social will be December 29, 1996 from 5--8 p.m. at 
Karen Levenback's home in Takoma Park, Maryland. (304 
Philadelphia Avenue) Directions (These will also be available at the 
two sessions}: Take Wheaton or Silver Spring subway to Takoma 
Station; Karen's house is a short walk or cab ride from there; every
one welcome. VWS members also will be driving, and many of you 
can probably hitch a ride. 

EDITORS 
Mark Hussey, Pace University 
Lucio Ruotolo, Stanford University 
Peter Stansky, Stanford University 
J.J. Wilson, Sonoma State University 

REVIEW EDITOR 
Patricia Lawrence, CUNY 



THE VIRGINIA WOOLF SOCIETY COLUMN 

Greetings and Salutations . Welcome to all new members. The 
Seventh Annual '(97) Conference is schedu led for Plymouth State 
College m Plymouth New Hampshire under the sponsorship of Jeanne 
Dubino. Dates are June 11-15, 1997. The theme of the conference this 
year is VIRGINIA WOOLF AND HER INFLUENCES. 

The conference will explore both influences on Virginia Woolf and 
her influences on others . Jeanne has issued a long call which I will not 
reproduce here . Suffice it to say that presentations may focus on any one 
or several of Woolf's texts using any critical approach or any perspective 
as long as they address the central theme of influences. Such influences 
may be b~oadly interpreted, ranging from literary to political, cultural, 
geographical, popular cultural, mythic, scientific, critical, material, or 
b10gaph1c~l. Do send to Jeanne Dubino for the full call if you have not 
received 1t (addresses below). International and interdisciplinary 
approaches are particularly sought . This conference welcomes aca
demics, independent scholars, creative writers, common readers, stu
dents, and general Woolfophones of every stripe. 

Proposals for three-person panels, workshops, round tables, and 
conversations are encouraged . Proposals for individual papers, perfor
mances, readings, and multi-media presentations are also welcome. 
New formats are always encouraged. PROPOSALS MUST INCLUDE: 
one cover page-with name(s), address(es), institutional affiliation (if 
any), phone numbers, title of individual paper(s), or panel, and format; 
and 15 copies of a one -page, 250-word abstract for an individual paper 
or for each presentation in a panel - include title of paper(s) or panel on 
abstract, but NOT names. Conference sessions will be 90 minutes . 
DEADLINE: FEBRUARY 1, 1997 POSTMARK 

Mail proposals to: Jeanne Dubino, Department of English, 
Plymouth State College, Plymouth, New Hampshire 03264. Queries? 
Conundrums? E-mail : jeanned@psc.plymouth .edu or call 603 535-2682. 
As usual a Conference Proceedings will be published . A three credit 
undergraduate/graduate course, Virginia Woolf's Influences, will be 
offered June 10-20; e-mail or write to the above address to receive 
information when it becomes available. 
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Again funds for travel will be encouraged as a donation . This year 
the fund managed to distribute $55 to 45 attendees from all over the 
world. Obviously VWS is not the Trump Foundation (and would we 
want to be?), but the recipients have written with thanks, and even 
that small sum is helpful to the daughters (and their fellow travelers) 
of educated men. 

MISCELLANEOUS: Just a reminder about the film on Woolf 
shown at the June Conference. It is called "The War Within: A portrait 
of Virginia Woolf." It was completed in late 1995 by directors Jo Francis 
and John Fuegi who were at Clemson and can be reached at e-mail 
address: jfuegi@wam.umd.edu. It also is available from Arthur Cantor 
Inc. for $59.95. Information number is 800 237-3801. Mr Cantor has 
joined the society, and is a member by virtue of the World Wide Web. 
You can read a review of the film complete with a picture of a very 
young Virginia playing cricket in The New York Times of Friday , June 28, 
1996. If anyone wishes to contact Francis and Fuegi I have home 
address and phone number. 

A new WWW site has been launched at The Harry Ransom 
Humanities Research Center at The University of Texas, Austin. The 
site is still under development, but information and access can be 
reached via http://www.Iib.utexas.edu/Libs/HRC/HRHRC/. Features: 
online exhibit "William Morris & His Circle," a new HTML version of 
yYATCH (Writers and Their Copyright Holders), and many finding 
aids for the Center's world-renown manuscript collections. 

continued on page 7 
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