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an anthology, might be inspired to 

think of other works which might 

have been included, but this would be 

more in tribute to the success of the 

principle of selection and the 

community of experience it creates 

rather than a criticism of it. 

Wild Minds fulfills its editor's very 

personal principle of selection "This is 

a collection of stories that have 

engrossed and enthralled me and 

shown me that whatever art is, it is 

partly about the struggle of the person 

at odds with the family, the world, the 

universe." (2) and builds a community 

of outsiders. If the reader can think of 

other stories which could have been 

included, then this anthology is a 

successful one. 

Catherine Pratt's full-length study 

of the novels of Henry Handel 

Richardson is part of the series "UQP 

Studies in Australian Literature". Pratt 

states her purpose in this study quite 

early in her introduction: "Resistance, 

anomaly, contrariness—this study 

begins with the strong sense of these 

qualities in Richardson's fiction, and 

seeks to account for them." (2) What 

follows from this statement is a careful 

exploration of these perceptions 

through the linking of narrative 

structure with ideology to destabilise 

the traditional views of Richardson's 

work as either masked autobiography 

or realist/naturalist fiction. This 

process reveals formal and ideological 

aspects of Richardson's fiction which 

conflict with the apparent 

autobiographical features and 

naturalist conventions of her novels. 

Pratt provides a biography of the 

noveUst which quickly fifls in the 

chronology which opens her study. 

Pratt also takes this opportunity to 

lightly sketch some of the 

preoccupations which she will tease 

out in the chapters dealing with the 

actual novels themselves. Feminist 

impulses, sexual ambiguity, a concern 

with fiction as the shaper of 

expectations are hinted at. 

This biography is followed by a 

brief, but cogent survey of previous 

critical assessments of Richardson's 

work. In the nature of a literature 

survey, Pratt describes the major 

theoretical positions in the canon of 

Richardson criticism from Vance 

Palmer to Carol Franklin. Essentially, 

these are presented wdthin three 

streams: those critics for whom the 

analysis of gender stereotypes 

overtook any assessment of aesthetic 

or formal considerations in the novels; 

those critics who took the opposite 

stance and overlooked any political 

issues in preference to the formal 

study of the narrative forms; and,, 

finally, those critics who link the 

interests of the first two, finding in 

Richardson's novels the connections 
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between narrative form and ideology. 

Pratt sees herself as working within 

this aspect of Richardson criticism. 

Pratt positions herself within the 

more recent studies of Delys Bird and 

Carol Franklin by "offering a feminist 

analysis of narrative form" (6). To 

demonstrate this, Pratt identifies 

mukiple layers of plot and points of 

view vnth reference to intertextual 

elements in the narratives by working 

through each of the novels in order of 

publication, devoting a chapter to 

each with the exception of The 

Fortunes of Richard Mahony. In the case 

of this seminal text in Australian 

literary history, Pratt offers an 

extensive analysis of each volume in 

its own chapter. 

It is in her interpretation of this 

work that Pratt extends her argument 

linking narrative modes with ideology 

through an analysis of its intertextual 

encoding of Darwin and the 

spirituaUsts in the narrative of a 

nineteenth-century professional man's 

oscillation between science and 

reUgion combined with the novel's 

playing against the naturalist tradition 

in which it is usually placed. As she 

pursues her analysis of narrative and 

ideology, Pratt extends it into a 

consideration of the theoretical 

positions of French Feminists such as 

Luce Irigaray by focusing attention on 

the importance of the "body" and the 

"male gaze" and its implications in the 

narrative of the Mahony family. Pratt 

also delves into a portion of the work 

of Julia Kristeva in the application of 

Kristeva's description of the "abject" to 

the personaUty of Richard Mahony. 

The result of these investigations leads 

Pratt to finally assert that "the 

relationship between the male gaze, 

Victorian masculinity, and the stability 

of the text becomes increasingly 

visible and contested, and 

motherhood becomes an organising 

feature of an alternative way of 

thinking about the self and about 

narrative." (97). 

Pratt does not slavishly assert that 

the apparent narrative stmcture is 

undercut by an ideology in opposition 

to it. Instead, she broadens and 

deepens her theoretical position by 

clear reference to the works 

themselves, extending her analysis to 

additional layers of meaning specific 

to the texts. For example, Pratt's use of 

French Feminism's inscription of the 

female body is in one instance bodied 

as both monster and mother (The 

Fortunes of Richard Mahony), in 

another identified as desire and taboo 

(The Getting of Wisdom) and in another 

reified as the sexual and material rate 

of exchange in a male economy (The 

Young Cosima). 

Whether or not one agrees with 

her assertion that Richardson 
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consciously made use of an 

"uncompromising oppositional 

strategy" (p. 182) in her fiction, Pratt 

undoubtedly makes a thoughtful and 

insightful contribution to the critical 

appreciation of an important 

Australian noveUst. 

Kathryn La'wry 

Rosamund Dalziell, Shameful Au­
tobiographies: Shame in Contempo­
rary Australian Autobiographies 
and Culture, Oxford University 
Press, 1999, pb $29.95, 302pp. 

Why do we enjoy reading 

autobiographies? A deceptively easy 

question, its answer raises some 

interesting questions about reading 

practices as well as the nature of the 

self Rosamund Dalziell's treatise on 

recent Australian autobiographies 

attempts to answer this question, as 

well as one allied to it; why do people 

want to write about themselves? 

Invoking Darwinian, Freudian and 

Eriksonian theories of human 

psychological development, Dalziell 

argues that shame is a pervasive 

presence in the human psyche and 

therefore in social practices. As 

autobiographical vmting is a social 

practice explicitly concemed with the 

examination of the self, notions of 

shame underpin its production and 

reception. Shameful Autobiographies 

identifies four principally Australian 

sorts of shame; the myth of British 

superiority (the 'cultural cringe'); 

shame over 'illegitimacy'; racist shame; 

and the shame of exile or the 

immigrant experience. Each version of 

shame is discussed in relation to one 

or more representative 

autobiographies. For example, shame 

about illegitimate birth is represented 

by Bemard Smith's The Boy Adeodatus, 

Germaine Greer's Daddy, We Hardly 

Knew You and Robert Dessaix's A 

Mother's Disgrace. Interesting 

arguments are raised with respect to 

these books but, taking Greer as an 

example, the discussion tends to slip 

into psychoanalysis of Greer herself 

rather than remain concerned with the 

text's representations of shame. 

Greer's book is difficult to read and 

seems to focus more on the shame of 

Australian treatment of the land, 

indigenous people and women, than 

on personal shame (about the father's 

lies and illegitimacy). 

Kathleen Fitzpatrick's 1983 book. 

Solid Bluestone Foundations, is the 

model for the chapter on the cultural 

cringe, and this is probably the best 

and most interesting discussion in the 

book. Sadly, Fitzpatrick represented 

her life as "second rate". An influential 

historian, she never seemed to come to 

terms with two social 

"disappointments": she failed to 
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achieve a first class degree at Oxford 

and seemed to remain embarrassed 

over her brief marriage to Brian 

Fitzpatrick. Dalziell's discussion here 

is confident; the personal nature of her 

critique of the text and its author raises 

many issues about the authorial 

motives behind particular 

autobiographical texts. Fitzpatrick's 

text is, however, a unique 

autobiographical artefact. Solid 

Bluestone Foundations is not "typical" of 

contemporary Australian auto­

biographies — no text is. Life writing 

has proliferated in AustraUa recently 

and its variety is enormous, even 

within various sub-categories of 

writers such as women. Aborigines or 

immigrants. For example. Ruby 

Langford Ginibi's Don't Take Your Love 

to Town does contain facets of a 

shamed self, but its treatment of this 

emotion often produces different 

reading effects to those produced by 

Sally Morgan's My Place. 

The theoretical study of shame is 

extensive. According to Ruth 

Benedict, whose influential 

anthropological work The 

Chrysanthemum and the Sword was 

published in 1946, white settler 

nations of the West are "guik cultures" 

while Asian nations are "shame 

cultures". Dalziell addresses some of 

the substance of Benedict's arguments, 

but not extensively. However, she 

does raise some interesting issues. For 

example, there are distinctions 

between the concepts of shame and 

guflt; whfle guilt is morally located, 

shame isn't. The book was produced 

from DalzieU's PhD thesis and, like 

many books-from-theses, the editors 

have probably removed some vital 

(but boring) theoretical exposition. 

Consequently, there are some gaps in 

the discussion and odd occasions 

when Dalziell says that she will discuss 

something, but then seems to gloss 

over it. The text promises a brief 

discussion of Suzanne Chick's 

extraordinary auto/biography Search­

ing for Charmian. However a couple of 

lines, which barely mention the issues 

of that text, were all I managed to find. 

Despite these reservations, I have 

to commend Dalziell's innovation. 

This text is a notable addition to the 

field of autobiography studies in 

Australia because its (psycho)-

analytical approach has not been 

attempted before. Dalziell makes some 

fascinating points about the emotional 

"risk" inherent in autobiographical 

writing (and reading) and the reasons 

for its unique status in Uterary studies. 

For a long time the genre of 

autobiography was "shamed" by 

critics; it was supposed to be the 

domain of those who lacked the 

"imaginative" abflity to write fiction — 

namely everyone who wasn't white. 
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middle-class and male. Only a few 

"distinguished" male texts were 

considered worthy of examination. 

Dalziell's text reveals the complexity of 

the genre and the ways that it is able to 

elucidate the high-theoretical 

questions of the academy while 

simultaneously enthralling many 

readers. Her arguments in this vein are 

particularly compelling, especially 

those which discuss how the narrative 

confession of shameful experiences 

works to "authenticate" the "self of an 

autobiographical text. Moreover, the 

text raises issues about AustraUan 

lives, social mores and histories that 

have provoked many arguments, and 

still do. This is the real interest of 

Shameful Autobiographies and of the life 

writings that provoked it. 

Lydia Wells 

Kate Grenville, The Idea of Perfec­
tion. Picador, 1999, $25, 401pp. 

Grenville's latest novel is as 

deceptively simple as its opening 

chapter. Douglas Cheeseman, a man 

"no one would look at twice", views 

Karakarook, NSW, pop 1374, from 

his window in the Caledonian Hotel. 

The town's inain street, Pamassus 

Road, lies below "as if stunned under 

the aftemoon sun". He watches as a 

"big raw-boned plain woman" drives 

up and surveys the same scene. She in 

tum sees the man watching from the 

window. The two outsiders view each 

other across a gulf of silence. A woman 

appears and crosses the street. The 

silence is broken for a moment by the 

ping and slap of the fly door on Alfred 

Chang's Superior Meats. With a 

deftness characteristic of this author, 

the brief scene foreshadows all the 

elements of the narrative, which 

alternates chapter by chapter among 

these three solitary figures as each 

struggles to overcome the isolation of 

the outsider. 

Harley Savage is the "Museum 

Woman" down from Sydney to help 

the heritage museum put Karakarook 

on the map. She is a textile artist and 

quilt-maker who wants to rescue the 

Australian vernacular, the ordinary 

objects of domestic life which 

represent to her the true spirit of the 

bush. She carries the guilt of three 

failed marriages and her last husband's 

suicide, whose cmellest act was to die 

vidthout an explanation. His suicide 

note: "Dear Harley it said, and a 

comma. That was all. Dear Harley, 

comma." The story of his death has 

reduced her to near silence, and "lay 

like a stain across everything they said 

and everything she said... 

conversations inched forwards 

carefully across a chasm." 

Douglas is a bridge engineer (a 

126 



r e v i e w s 

pontist, not in my dictionary, and 1 

suspect a happy invention by the 

author) who has been sent by Head 

Office in Sydney to puU down the old 

Bent Bridge, which goes nowhere in 

particular, and to replace it with an 

efficient concrete beam. His fear of 

heights and his inability to speak the 

masculine language of his working 

culture has condemned him to be a 

"small-job man." He reads the 

Engineering Digest for relaxation and 

his fascination for such things as the 

hydration of Portland Cement has 

bored his wife to a divorce. 

Such a synopsis does no justice to 

the strong visual imagery of Grenville's 

writing. But it indicates her continuing 

fascination with the possibilities and 

limitations of language. The two 

awkward figures of Douglas and 

Harley struggle to find their voices in a 

series of encounters which are written 

with humour and compassion. They 

meet in an anguish of dialogue as 

disjointed as the planks of the old Bent 

Bridge. More painful still is the 

characters' internal dialogue, which 

constantly echoes behind their 

attempts at discourse with others. 

Grenville is concemed here with the 

constmction of identity through 

language, with all its ideological 

Umitations. As in her previous work, 

she plays with the text on the page, by 

italicising commonplace words and 

phrases so as to examine their multiple 

meanings. When Douglas goes for a 

walk in the country, and becomes 

conscious of the landscape he thinks: 

All this, grassy paddock, 
cows, trees - he had thought it 
was Nature. But now he could 
see that that was ignorance, or 
lack of imagination. It was not 
Nature. It was actually property. 

Or Harley, speaking of her 
grandparents who lived "out 
Badham way": 

But they're long gone. 
Coralie glanced at her. 
Dead and gone, like, do you 
mean?... 
That's right. Dead and gone. 

It was a funny phrase, when 
you thought about it, but of 
course it was right. Dead was not 
always gone. You could think 
about the dead every day of your 
life, so that it seemed they would 
never, ever, be truly gone. Philip, 
for example. 

The third figure in the opening 
landscape is Felicity PorceUine. She 
was the little girl in the Palmolive ad, 
and has remained the commodified 
female. She speaks a fragfle language 
which conceals the bleakness of her 
situation as the perfect wife of Hugh, 
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Karrakarook's stolid bank manager. 
But the narrative argues that language 
has a habit of stripping away 
euphemisms along with an assumed 
identity, and Felicity's isolation will 
be broached by an awkwardness with 
the town butcher and amateur 
photographer Alfred Chang. 

He put the knife down on the 
block, hooked the steel back on 
his belt as if sheathing a sword, 
came over to the gauze. 

Ever tried the mutton? 
He was close enough for her 

to see his eyes, dark in his smooth 
face, but she could not tell what 
sort of expression he had. She 
realised you could call this 
inscrutable. 

Oh, no, she said. No, I never 
have. 

Somehow, she'd got the tone 
wrong. There was more regret in 
her voice than was warranted by 
not ever having tried the mutton. 

The sustaining metaphors of the 

book are the old wooden bridge and 

the patchwork quflt. Each is a 

celebration of connection, of the 

joining of the commonplace to form 

something stronger and more 

beautiful than its parts. The structure 

of the novel mimics its subject, the 

alternating chapters reflecting the 

irregular light and dark pattems of 

Harley's patchwork quilts. The form of 

the novel also reflects the author's own 

approach to writing, as she has 

discussed in interviews and in The 

Writing Book. She is a fluid writer, for 

whom the rearrangement of well-

formed fragments into a unified work 

is as deeply creative as the earliest 

words on the page 

If beauty is to be found in 

connection, then the tentative coming 

together of Harley and Douglas is a 

more optimistic outcome than in 

Grenville's previous work; outsiders 

such as Lilian in Lilian's Story, having 

found a voice, remain essentially 

alone. And in this novel, the characters 

come together in a way which finally 

goes beyond language; 

There was a silence that was 
nothing more compHcated than 
two people together who did not 
need to say anything. Against the 
pale sky, the leaves of the 
gumtree swept softly backwards 
and forwards over each other, 
providing aU the conversation 
that the moment caUed for. 

John Ralph 

Lily Brett, Too Many Men, Sydney: 
Picador, 1999,714 pp. 

"Children of Holocaust 

survivors" says Ruth Rothwax, 
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[find] it difficult to separate from 
their parents. Difficult to have a 
life of their own. Difficult to have 
a life. They [have] to create 
obstacles and burdens for 
themselves. To align themselves 
with their parents. To experience 
at least some of the horror. 
Weighted down with fear, 
apprehension and depression, 
they [feel] free enough to go on. 
(IB) 

As with Brett's earlier fiction and 

poetry. Too Many Men is preoccupied 

with the question of what it is to be the 

child of Holocaust survivors. In it, 

Ruth Rothwax, aged forty-three, 

persuades her father Edek to visit 

Poland to revisit the site of his 

imprisonment and persecution. Ruth 

is haunted by memories and dreams 

which are not her own. She has the gift 

of empathy, a kind of premonition in 

reverse. She understands aspects of 

the past that others might miss. She 

reaches beyond the sign (Mrs. 

Feldman has a bald head disguised by 

a wig) and understands the signified 

(the hair of Malka Feldman was ripped 

out by the Nazis). 

The stories in Brett's earlier two 

short-fiction collections. Things Could 

Be Worse and What God Wants, are not 

self-contained. Rather, they constitute 

moments of eavesdropping in a busy 

community. They have their ends and 

beginnings in other tales. Her first 
novel, fust Like That, is characterised 
by the higgledey-piggledy onward 
flow of the lives of a whole company of 
Jewish survivors and their famflies. 
Many of the character traits in Too 

Many Men vnU be familiar to readers. 
But the joumey of Ruth Rothwax in 
Brett's second novel has an identifiable 
forward progression and more 
cohesive frame. 

Brett has broken from her earlier 
work by creating a layer of text 
beyond realism. Ruth Rothwax forms 
a dialogue with Rudolf Franz 
Ferdinand Hoss, SS Commandant of 
Auschwitz from 1940 to 1943, 
presently residing in Zweites 
Himmel's Lager [Heaven's Second 
Camp], a 

sub-branch of heaven, a satellite 
camp. ... HeU is up here. ... It 
was a clever idea to put hell up 
here. It is next to heaven. People 
are not too sure where they are 
going when they come here. (85) 

Brett uses this dialogue to explore 
the psyche of perpetrators of 
atrocities. Even so, if this book has a 
fault, it is that its parts are sometimes 
poorly welded together. In choosing to 
include Ruth's dialogue with Hoss, 
Brett has also chosen to make these 
moments entirely discrete. This leads 
to some gaps in logic as Brett leaves 
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unexplained the connection between 
Ruth's dialogue with Hoss and her 
"real" life. So, when Ruth muses on 
death, it is as if the fact of her 
conversations with Hoss do not exist; 

The dead were absent. They were 
absent regardless of whether their 
memories were enshrined in a 
vault or tombstone. Or their 
names engraved on plaques and 
monuments. The dead were as 
absent as they could be. (253) 

Elsewhere, in Brett's desire to 

convey information, the bones of her 

plot show through. Ruth reads 

everything she can about persecution 

of the Jews and she relates detailed 

aspects of the history of Jewish 

subjugation to her father. If Ruth is 

quoting from a book, then so is Brett, 

and the story does not always 

seamlessly accommodate this method 

of information relay. 

On a fundamental level, the novel 

is preoccupied with the most basic 

aspects of the human condition. 

Brett's sentences are often simple ones; 

Ruth felt sick; Ruth was shocked; 

Edek looked sad. Brett locates a fine 

balance between simplicity and 

intensity which is at its most moving 

in the portrayal of the relationship 

between father and daughter; 

"What are you talking about?" 

Edek said. "Why do you think 
always that you are bad? You did 
this even when you was a girl. 
You was never bad. You was 
always a good girl." (538) 

The importance of laughter to 

Jewish survival is both practised and 

observed by Brett, whose acute 

observation and acerbic delivery give 

her writing its Ufe and edge; 

Max did most of the business 

letters now. But Ruth still had to 

do all of the company's love 

letters. Max was too creative 

with love letters. She injected 

them with an intensity that 

appeared ominous. Ruth thought 

that Max was probably too young 

to do a good love letter. (78) 

Brett's own writing celebrates the 

act of viTiting. Like Brett, Ruth is 

particular about words and she follows 

them to their logical, or iUogical, ends: 

"They weren't marching," Ruth 

called out. "They were walking. 

Soldiers march, not a whole 

community of people who were 

being forced out of their homes." 

(482) 

Too Many Men consolidates and 

explores the depths of Brett's 

observation, passion and concern. 
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We're all searching for 
something. Going from cemetery 
to cemetery. From absence to 
absence. All of us looking for the 
presence of people who are no 
longer present. (569) 

Brett's heritage is one of profound 

sadness, her inheritance is countless 

lost souls. As in each of her earlier 

books, she above all honours these. 

Georgia Richter 

Drusilla Modjeska, Stravinsky's 
Lunch, Picador, Sydney, 1999, 
hardcover $50. 

A feminist study, very influenced 

by the writings of Virginia Woolf, 

whom Modjeska refers to a number of 

times in this book, Stravinsky's Lunch 

focuses on two women artists, Stella 

Bowen, the artist from Adelaide who 

married the modernist writer Ford 

Madox Ford, and lived with him in 

Paris, and the spinster Grace 

Cossington Smith, who quietly lived 

in Turramurra, Sydney, and who was 

only really recognised in 1968, when 

an exhibition of her art at the 

Macquarie Galleries sold out, and in 

1973, when she was in her eighties, 

when the curator at the Art Gallery of 

New South Wales, Daniel Thomas, 

organised a retrospective exhibition of 

her art at the Art Gallery of New South 

Wales that toured Australia during 
1973 and 1974. In 1967, Thomas had 
bought paintings of Cossington 
Smith's that he had found in her 
studio and written an article on her 
work published in Art and Australia 

in that same year. In it, he catalogued 
the neglect of her art and listed her 
achievements. Thomas especially 
liked Cossington Smith's later work; 
the fact that, as he wrote, "the unseen 
presences in the late interiors have so 
stmctured and ordered their worlds 
that chaos is pushed back for a 
moment." "Art", he stated, "can hardly 
do more."-^ In 1987, after Cossington 
Smith's death in 1984, her painting 
"Studio Door" sold for $140,000 and 
an unnamed interior for $160,000. 

Modjeska has written this book, 
she states, as a koan in her own 
practice as a woman and a writer and 
uses it to reflect on the reality of the 
implications, for women, of devoting 
themselves to a life of art; the cost, and 
the gains, of such a pursuit, and the 
conflict and connection between life 
and love. Such a book too, could and 
has been written about the life of male 
artists. They too can have this 
dilemma, as the lives of van Gogh and 
Joseph Cornell demonstrate, 

particularly if they have an intense 

1. Daniel Thomas, '"Grace Cossington Smith'", Art 
and Australia, Vol.4, No.4, March 1967, 308. 
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vision, like van Gogh's, or a rich, 

interior, evocative life, like Cornell's, 

who is undoubtedly one of the greatest 

artists of this century. Men too need a 

room of their own, and a private 

income, or, as in Beckett and Patrick 

White's case, a supportive mother, to 

enable them to pursue their art. 

Where Modjeska is best, in this 

book, is in her description of Grace 

Cossington Smith's devotion to her 

art. Cossington Smith, who was 

described, by Anthony Dattilo-Rubbo, 

as Mrs van Gogh, was very influenced 

by the art of Cezanne and van Gogh, 

and painted, in 1915, "Van Gogh's 

Room". She described yellow as the 

"colour of the sun" and as "the colour 

that advances" and aimed, in her art, 

for utter simplicity, following her own 

inner light. When she met the writer 

Ethel Anderson in 1925, Anderson 

told her that 

with your unique brush strokes, 
with your grasp of colour, you 
may be able to give an expression 
to a quality in life, more moving 
than beauty alone, more intimate 
than infinity. You may find a 
fourth dimensionas yet unfound, 
un-named. 

Anderson, Modjeska writes, 

"understood what it meant to dwell in 

a zone that was not quite one or the 

other, betwixt and between; she 

knew its solitariness, and its edgy 

pleasures." "Afl form", for Smith, 

landscape, interiors, stifl life, flowers, 

animals, people — has an inarticulate 

grace and beauty. Painting, for her was 

"expressing this form in colour, colour 

vibrant with light — but containing 

this other, silent quality which is 

unconscious, and belongs to all things 

created." She painted those "things 

unseen" that were all around her, "the 

golden thread running through time." 

Bowen, who wrote an important 

autobiography Drawn from Life, and 

died in 1947 from cancer at the 

relatively young age of fifty four, 

considered, after the end of her 

relationship to Ford, that what she 

had "got out of it, was a remarkable 

and liberal education, administered in 

ideal circumstances." After the 

breakup with Ford, Bowen painted a 

very striking work, "Reclining Nude", 

C.1928, 31.5 X 40.5 cms, and two 

rather strange paintings "Still Life 

With Part Of Me", c.1927 and "Figure 

Study", c.1927, where the woman's 

face in both paintings is obliterated 

from the tip of her nose upwards. The 

figure of the woman, in "Figure 

Study", is very vulnerable. 

Modjeska falters when she 

departs from history and speculates 

about the life of these two women, 

especially at the beginning of the 

book, as if she is writing a fiction 
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rather than a book about the lives and 

art of two women. Modjeska should 

not confuse genres. She would have 

been better served, by her editor, if 

some small sections of her book had 

been omitted. At times her critical 

judgement flies out the window, as 

when she describes Stella Bowen's 

painting "Provengal Conversation", 

c.1938, oil on canvas, 63.5 x 72.2 

cms) as a great painting when, from 

the reproduction of it in her book, it 

does not deserve the adjective. The 

best painting of Bowen's reproduced 

in this book is her sensuous and 

extremely fine "Reclining Nude." 

Modjeska's work has been rightly 

taken to task by Tim Bonyhady, in the 

Australian's Review of Books, for what 

he describes as her muddle when she, 

speculates about and changes the 

dates for some of Cossington Smith's 

paintings,^- as when she confidently 

states that the date for "Study of a 

Head; Self-Portrait" is 1918 not 

C.1916, as Bmce James dates it in his 

book Grace Cossington Smith, and 

speculates that it is "the face of a young 

woman who has known sexual 

passion — or at any rate passion — 

and is giving nothing away." Here one 

should note that the colours in the 

reproduction of this painting, in 

Modjeska's book, are very different to 

those in James's book on Cossington 

Smith, so much so, that it looks Uke a 

completely different painting. 

But, despite the flaws of 

Modjeska's study, it is undoubtedly a 

major contribution that enables us to 

better appreciate and understand the 

art and life of both Stella Bowen and 

Grace Cossington Smith. 

Michael Denholm 

Loma Sage, ed, The Cambridge 
Guide to Women's Writing in En­
glish. Cambridge University Press, 
1999, pb. $39.95;hb$75.00,696pp, 
illus. 

In her short but critical 
introduction to this marvellous 
resource book, Loma Sage refers to 
some of the issues its title raises. She 
says, "there are many Englishes in 
'English'", acknowledging the 
potentially imperialist poUtics of 
"EngUsh". Interestingly, she suggests 
that this mapping of "women's 
writing" is also an index of social and 
historical change, "for the scale of 
women's access to literary Ufe has 
reflected and accelerated democratic, 
diasporic pressures in the modem 
world". And she warns that, rich and 
hopefully reliable as this work is, such 
a reference can never be definitive; it 
provides starting points from which 
readers can move. 

A huge and ambitious work, the 
Guide has been meticulously edited. 
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and much care has been taken to 

ensure that entries are as 

comprehensive and as knowledgeable 

and informative as possible, within 

very tight limits of space, of course. I 

should at this point declare myself an 

interested reviewer; as a minor 

contributor to this text, I know that the 

editor consulted widely and carefully, 

wishing the Guide to reflect accurately 

the field of women's writing in each of 

the English-speaking cultures it 

engages with. Entries may be in one of 

three categories; the largest number is 

under author name, the next largest is 

for important book titles, and a general 

category covers kinds of writing, 

influential movements or critical areas 

of interest — fairy tale for example, or 

Australian Aboriginal narratives, or 

biography — and cross-referencing is 

included. All entries are listed 

alphabetically. This arrangement 

breaks down the boundaries that are 

built up by categorising literary works 

and authors by their culture, and it's 

surprising what a different image of a 

world of writing such an arrangement 

offers. 

The first page signals the range 

and scope of the entries. It begins with 

"Abbess of Crewe, The" (Muriel 

Spark's fourteenth novel), followed 

by "Abdullah, Mena" (Australian poet 

and short-story writer), "Abra" Ooan 

Barfoot's first book) and "Acker, 

Kathy" (avant garde American 

novelist). On the last are "Zitkala-Sa 

(Gertrude Simmons Bonnin)" (native 

American writer and reformer) and 

"Zwicky, Fay" (Australian poet). 

Every page yields this kind of variety, 

and it's extraordinarily rewarding to 

follow Sage's suggestion and use the 

book by beginning with an entry in 

which you have a particular interest, 

then keeping on reading, and you will 

"find yourself in undiscovered country 

quite fast". It is the perfect bedside 

book for this kind of practice. 

The entries themselves are 

variously authored, giving the Guide, 

as Loma Sage begins by saying "a 

special liveliness and concision". They 

are all attributed, and the list of 

contributors includes writers as well 

as academic critics, graduate 

researchers as well as literary 

journalists, and men as well as 

women. This is an invaluable work for 

researchers and for all readers of 

English-speaking literatures. 

Inevitably, there are a few minors 

errors, typographical and factual. But 

it offers pleasures commensurate with 

the "pleasure in reading and writing 

about writing" that Sage establishes as 

the impetus for the entries, and that 

pleasure gives it a special quaUty in the 

lexicon of literary guides. 

Delys Bird 
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CONTRIBUTORS 

JORDIE ALBISTON is a Melbourne writer. Her first poetry collection,Ner-
vous Arcs (Spinifex, 1995) won the Mary Gilmore Award, was shortlisted for 
die NSW Premier's Award and received the Dirmy O'Hearn Memorial Fel­
lowship. LOUIS) ARMAND is an academic-poet, and teaches at the Depart­
ment of English and American Studies at Charles University, Czechoslov­
akia. MARY-JO BANG is poetry editor for the Boston Review of Books. 
DELYS BIRD is the Director of the Centre for Women's Studies in the En­
glish Department of the University of Western Australia. PETER BURKE is 
a medical practioner and writer. His first novel. The Drowning Dream was 
shortHsted for the Vogel/Australian Literary Award for fiction in 1998. He 
is now medical director of the Travellers Medical and Vaccination Centre in 
Fremantle. AARON COMPTON is a Perth-based writer. ALISON 
CROGGON has won the Mary GUmore Award for poetry and is a well-
known poet and story writer. MICHAEL DENHOLM co-edited Island Mag­
azine for a decade. He is the author of a forthcoming history of AustraUan 
art and craft criticism and Australian art history, 1951 to 2000, and a history 
of Australian art and craft magazines, 1963 to 1996. DEBORAH HUNN î  
a PhD candidate at the University of Western Australia. MIRIAM LO is cur­
rently working on a PhD at the University of Queensland. KATHRYN 
LAWRY is a PhD candidate in the Department of English, at the University 
of Westem AustraUa. MORRIS LURlE these days paints as much as he 
writes; he has just had a successfid first exhibition, and is writing new sto­
ries. JOHN MATEER'S most recent pubUcations are Spitting Out Seeds (An-
aman) and Barefoot Speech (FACP, forthcoming). ROD MENGHAM is the 
author of Unsung: new and selected poems. DREW MILNE'S recent work in­
cludes the coUection Benchmarks. ANNE-MARIE NEWTON is a Perti;i-
based writer whose work has appeared in various AustraUan Uterary mag­
azines. MARTYN PEDLER has just completed Honours in Arts at Mel­
bourne University. Current interests Ue in notions of identity and 
performance by way of too much TV, conspiracy myths, and slapstick com­
edy. JOHN RALPH is a PhD candidate in the Departinent of EngUsh, at 
the University of Westem AusfaraUa. GEORGIA RICHTER is a Perth fiction 
writer. She teaches m the Department of EngUsh, at the University of West­
em AustraUa. EVA SALLIS is a fiction writer whose first novel, Hiam, 
won the Vogel Award in 1997 and the Dobbie Award in 1999. It was also 
short-Usted for the Courier Mail book of the year. Eva teaches at the Univer­
sity of Adelaide, and manages Driftwood Manuscripts, pubUshing academ­
ic work as weU as fiction. SUSAN SCHULTZ is editor of Tinfish(Hawm). 
TONY SIMOES d a SILVA teaches in die Departanent of EngUsh at the 
University of Westem AustiaUa. SHAUN TAN is a Pertii-based artist and 



fllustrator, who won the 1999 Children's Book of the Year prize for illustra­
tion. LYDIA WELLS is completing a PhD on AustraUan Women's Autobi­
ography, at the Urdversity of Westem AustraUa. 
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