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WELCOME, ANGELICA GARNETT 

This issue of VWM coincides with Angelica Garnett's 
visit to the U.S. and Canada, and we would like to take the 
opportunity to say what a pleasure it is to have her here. 
Through the combined efforts of Diane Gillespie , Jane 
Lilienfeld and Martine Stemerick as well as several other 
individuals and supporting institutions, Mrs. Garnett will be 
lecturing in various places to help raise money for The 
Charleston Fund. She has prepared three lectures, one or 
more of which she will present at the stops along her tour: 
1)Vanessa Bell's Family Relationships; 2)Charleston and 
the Decorative Arts, featuring many slides; and 3) Life at 
Charleston, including slides made from fami ly photo
graphs. Listed below is her itinerary. Those of you in these 
locations will want to contact the individual co-ordinators 
or the sponsoring institutions for confirmation of dates and 
more detailed information than available at VWM press 
time. 

Dec. 30- Brown Auditorium, Museum of Fine Arts, Houston, 
Texas. Contact either Martine Stemerick, English Dept., 
Univ. of Texas, Austin, or the Houston Museum of Fine 
Arts. (Mrs. Garnett will also participate in some MLA Woolf 
activities in Houston, Dec. 26-30. For the schedule of MLA 
Woolf seminars and the Woolf Society reception, see back 
page of VWM.) 

Jan. 5- Pullman, Washington, English Dept., Washington State 
University. 

Jan. 7- Ellensburg , Washington, English Dept., Central Wash
ington University . 

Jan. 12-Ashland, Oregon, English Dept., Southern Oregon State. 
(Contact Diane Gillespie, Washington State University, 
509 I 332-7643 for further information about these dates 
and possibly others in the Pacific Northwest Region.) 

Jan. 16- Stanford, California. Lecture, Stanford University: 
Vanessa Bell's Family Relationship. Contact Lucio Ruoto lo, 
English Dept., Stanford University. 

Jan. 17-19- University of California, Santa Barbara. Lecture: 
Duncan Grant at Charleston. Contact English Dept., U.C. 
Santa Barbara. 

Jan. 20-22- University of New Mexico. Contact English Dept., 
Univ. of New Mexico, Albuquerque. 

Jan. 23-24- University of Texas at Austin. Contact Martine 
Stemerick, English Dept., Univ. of Texas, 512/835 -3169. 

Jan. 25-27 - Boston Area: 
Jan. 26- Lecture, Brandeis Univ., Waltham, Mass. Lecture : 
Vanessa Bell's Family Relationships. 
Jan. 27- The Athenaeum in Boston. Lecture: Charleston 
and the History of Decorative Arts; reception following . 
For further information about Boston area dates contact 
Jane Lilienfeld, English Dept., Boston Univers,ity, 617/ 
353-2506. 

Jan. 28- Poughkeepsie, N.Y., Vassar College . Contact Beth Dar
lington, English Dept., Vassar. 

Jan. 31-Feb. 3- New York City. Contact Arete Schwartz, Royal 
Oak Foundation. 41 E. 72nd St., NYC 10021, 212/861-0529. 

Christmas 1980 

Feb. 4-Feb. 8- Toronto. Contact S.P. Rosenbaum, English Dept. , 
University of Toronto, or Naomi Black, English Dept., York 
University. 

THE SUNLIGHT ON THE GARDEN: VANESSA BELL 
AT ONE HUNDRED 

If storming troops in battle or laying seige to a naked woman 
are to be central activities of human endeavor, then pictures of 
the Duke of Wellington surveying the battlefield of Waterloo on 
the twentieth anniversary of the fight wil l be momentous, as will 
be the Elders Admiring Susanna in Her Bath. But if we consider 
the quality of lived life itself, the quality of life felt by women, 
which was constrained so fiercely by the culture that its pressure 
against silence was - as Woolf remarked - to force the very 
walls to feel,' then we can answer Hilton Kramer, for example, 
who in The New York Times, May, 1980, concluded that Vanessa 
Bell is "a minor painter ." 

Art historians are acknowledging the work of women artists . In 
recent years, Eleanor Munro's Originals: American Women 
Artists; Germaine Greer's The Obstacle Race; Karen Petersen and 
J.J. Wilson's Women Artists: Recognition and Reappraisal ... ; 
Ann S. Harris and Linda Nochlin's Women Artists: 1550-1950; and 
Lucy Lippard's From the Center: Feminist Essays on Women's Art' 
have appeared. Touring America now is "The Dinner Party,'' a 
collaborative effort based on women's crafts skills and 
decorative and lived history, and which, most importantly, pays 
tribute to our emerging knowledge of women's art. Its 
significance is supplemented, indeed seconded, by Anthea 
Callen's Women Artists of the Arts & Crafts Movement' and sug
gests that the most useful theory for organizing these new views 
on art is a theory of Domesticity. 

Domesticity concerns a life "of the morality of care,"• in which 
the pleasures and pains of life are mixed, diurnal, constant, and 
all of the same magnitude. Domesticity insists that human rela
tions are parmount in life, not their absence, and that life is lived 
in specific and comfortable space with others. To believe that life 
is not transcendent unless it is at the same time a moment -by
moment struggle to wrest order from the fact that life is some
times treacherous as well as joyous is a creative vision shared by 
most artists - whatever their sex, methods or century. A realiza
tion that the sunlight on the garden is the equivalent for a mo
ment of the pain that death can cause, however, is not an idea 
that has a recognized history of artistic endeavor behind it. 

It was with this sense of the moment that I saw four Vanessa 
Bell Painting Exhibits over the last year: D'Offay Gallery, London, 
showed "Vanessa Bell at Charleston" in August/September, 1979; 
Frances Spalding organized "Vanessa Bell, 1879-1961, A 
Centenary," in Sheffield and Portsmouth, England, October/No
vember, 1979; in April/May, 1980, David and Long Gallery, New 
York, in conjunction with Anthony D'Offay, organized "Vanessa 
Bell, 1879-1961, A Retrospective." While each show contained 
treasures wonderfully juxtaposed, I have only space to touch on 
what spilled from that cornocopia. 

Both at The Centenary and in New York , I saw "The Artist in 
Her Studio," 1952, oil on canvas, 24 X 20 in. In it a pearly winter 

continued on page 3 



TO THE READERS: 

It hardly seems possible but here we are moving into 1981 and 
VWM is still going strong. It is, of course, due to the continued 
support of all of you readers. We'd like to wish you a Happy New 
Year as well as send our thanks for your letters of encouragement 
and your continuing financial contributions . 

Those of you who do not receive copies of VWM on a regular 
basis can add your name to the mailing list by writing to: J.J. 
Wilson, Dept. of English, Sonoma State University, Rohnert Park, 
CA 94928. Checks to defray our publishing costs are still most 
welcome this year; they, too, can be sent to J .J. Wilson at the 
same address. 

In addition to your moral and financial support, we very much 
need to hear from more of you, to have your short essays, 
reviews, comments, poems, whatever you wish to share with 
other Woolfians. The next issue of Miscellany is scheduled for 
late Spring, '81. Prof. Lucio Ruotolo will be editing it and asks you 
to submit material (typed, double-spaced, no longer than 800 
words) to him at Department of English, Stanford University, 
Stanford, CA 94305 no later than March 14, 1981. 

Although this issue is primarily devoted to Vanessa Bell and 
painting in honor of Angelica Garnett's visit, we are now espe
cially interested in receiving your comments about the last 
volume of the Woolf diaries and letters, as well as reactions to 
the manuscripts recently published in Twentieth Century Litera
ture's special Woolf issue (see notice below) . In addition, we need 
your help in keeping us informed of other critical books, articles, 
events, etc., which would be of interest to all of us. For example, 
did any of you see Edna O'Brien's play, "Virginia," this past sum
mer and would you like to pass your impressions along? 

This issue was edited by Ellen Hawkes, and she would like to 
thank J .J. Wilson , the printers and all the other faithful Woolf 
workers at Sonoma State for their help in its preparation . 

VWM 

CENTENNIAL CONFERENCE ON VIRGINIA WOOLF 

The English Department of West Virginia University invites 
proposals for presentations at a conference celebrating the 
centennial anniversary of Virginia Woolf's birth to be held March 
18-20, 1982. Deadline for abstracts is January 15, 1981; com
pleted papers are due April 15, 1981. Papers will be published. 
Send proposals and abstracts to Elaine Ginsberg, c/o Department 
of English, West Virginia University, Morgantown, West Virginia 
26506. 

Twentieth Century Literature announces its 25th Anniversary 
Number, a special Virginia Woolf Issue (Volume 25, Fall/Winter 
1979, Number 3/4) in which these previously unpublished Woolf 
manuscripts are now available: "The Journal of Mistress Joan 
Martyn," "Friendships Gallery,"" An Edition of the Manuscript of 
Orlando," "Anon," "The Reader," and "Notes for Reading at Ran
dom ." The issue was edited by Lucio Ruotolo, Susan Squier, 
Louise DeSalvo, Ellen Hawkes, Madeline Moore and Brenda 
Silver. 

FROM THE READERS: 

Dear VWM: 

A longstanding uncertainty about a painting of Vanessa Bell's 
may have been solved by something Virginia Woolf wrote to 
Quentin Bell on March 8, 1934. The mystery begins with an 
Apollo notice (Vol. 19, p. 224, April 1934) of Vanessa Bell's exhibi
tion at the Lefevre Gallery stating that the Contemporary Art 
Society had bought her portrait of Mrs. Grant. 

Asked about the picture long before publication of volume V 
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of the Letters, Professor Bell was unable to remember it, and the 
Contemporary Art Society told Professor Elizabeth Boyd, inquir
ing on my behalf, that they had never head of the picture and cer
tainly had never owned it. 

Although the anonymous Apollo writer refers to "Miss Bell," 
and "Miss Woolf" and the accuracy of the reporting is obviously 
suspect, there is no proof that the information about that par
ticular picture was faulty. 

But see what VW wrote (VW Letters, Vol. V, p. 281): "Old Jack 
Hutch[ison] bought one for the Contemp Art, but it turned out 
already to belong to Duncan. So he cut up crusty. " 

There was every reason for VB to have given Duncan a portrait 
of his mother; if she had, his crustiness and refusal to relinquish 
the picture would have been natural. If the portrait did belong to 
Duncan, it was doubtless among the paintings lost when his 
studio was destroyed by bombing. 

Elizabeth P. Richardson 
99 William St. 
Geneva, NY 14456 

ROGER POOLE EXPLAINS HIS METHODS: 

Dear VWM: 

I am most grateful to Anne Olivier Bell for raising a most inter
esting matter in your last number, about 'Leonard and the doc
tors.' I am grateful for the detailed information she provides. I do 
not see though, that what she writes actually disproves anything I 
wrote in The Unknown Virginia Woolf, although what she writes 
obviously calls for a modification. 

My only evidence when writing my book was what Leonard 
Woolf himself says in Beginning Again, at pages 81-2. He may 
well be writing, as Mrs. Bell points out, "some fifty years later," 
but he is not "unspecific about dates." He writes: "I went to see 
him (i.e., Sir George Savage) quite early on in 1912 and he dis
cussed Virginia's health with me as a doctor and as an old 
friend." Then he writes "In the next few months, I became more 
and more uneasy about one thing. We both wanted to have 
children, etc." Then: "I went and consulted Sir George Savage." 

It is of course open to question whether the first meeting with 
Sir George touched explicitly upon whether or not Virginia 
should have children, but it seems quite clear from that account 
that the discussions with him on that matter took place during 
the summer of 1912, i.e., "in the next few months." "In the next 
few months" can, indeed, only refer to 1912. Leonard closes his 
chapter by recounting the marriage and the honeymoon and the 
return to London, so it is quite clearly implied that the "months" 
in question preceded the marriage. And in those months, Leonard 
says quite explicitly, he discussed the question of Virginia and 
childbearing with Sir George Savage. 

Indeed, is it likely that he would not have done? It is interest
ing, in this connection, that Leonard was already, in June 1912, in 
charge of medication. Virginia writes, in her letter No. 625 to 
Violet Dickinson, dated 'June 1912:' "Leonard made me into a 
comatose invalid." Leonard would hardly have taken upon 
himself the responsibility of medication without being in fairly 
close contact with Virginia's doctor, surely? And he does say 
himself that the thought of Virginia's bearing children made him 
"more and more uneasy," a feeling which he himself obviously 
associates with the summer months of 1912. 

However, it is now clear from the diary evidence which Mrs. 
Bell cites that it was indeed in early 1913, i.e., after the marriage 
and honeymoon, that Leonard consulted Ors. Craig, Wright and 
Hyslop, and the lady of the nursing home, Jean Thomas, as well 
as consulting Savage yet again on 23rd January, explicitly about 
the matter of Virginia's having children . But the fact that Leonard 
consulted him again on 23rd January 1913 does not of itself inval
idate the implied testimony of page 82, to the effect that Leonard 
had already asked his opinion during the summer months of 



1912. Indeed, Mrs. Bell does not deny that LW saw Savage at 
least twice in the course of 1912. 

What we have at page 82 is a problem germane to the whole 
subject-matter of my book: the intentionality of memory, desire, 
comprehension, etc. Thanks to Mrs. Bell's sending in the diary 
dates, there appears a very curious temporal 'slide' on p. 82, a 
'slide' which implies a temporal sequence which is not borne out 
by LW's own diaries. Leonard recalls the matter of Virginia's 
childbearing as belonging to the summer which preceded the 
marriage, while his own diaries imply that, in 'clock time', it was 
not until early 1913 that he made thorough efforts to sound out 
several doctors explicitly. 

But it is in terms of recalled time that L W presents the se
quence in the autobiography. And autobiography is a tricky 
medium. Every chapter must have its own temporality and 
logical structure, and the autobiographer is at liberty to shift 
things around, no doubt, for formal reasons. When one sees the 
depths of critical scepticism deployed by, for instance, Paul 
de Man when discussing the time-scheme of Rousseau's autobio
graphy, Leonard's rearrangement seems a transparent device. 

I agree with Mrs. Bell that there is no explicit evidence that the 
January 1913 decision not to have children was not "mutually 
agreed," at least verbally. However, the collapse of September 
1913 might well have been partly due to VW's feeling that 
children had, in some sense, been 'forbidden' by the doctors. She 
might well not have consented in her heart (there is much in the 
letters, the diaries, and above all in Mrs. Dalloway to suggest this) 
to being cast in the role of childless invalid for the rest of her life. 
I have offered evidence in my book for this. 

May I end by making a comment about the furious assault 
upon my book from Professor Mitchell Leaska (VWM No. 12)? I 
have a high regard for Professor Leaska's own work on VW, and 
do not think that, in fact, it varies all that much from my own ap
proach. But he seems on this occasion to fail to see what my 
book is about, and since this has been fairly common in the 
reviews, it might help if I suggest what I think my book is about! 

Firstly, The Unknown Virginia Woolf is meant to be a helpful 
pointing up of the problem about the way we use certain key 
terms (in this case, 'mad,' 'insane,' etc.). These are very dangerous 
words, and they can have serious consequences. Do we use 
'madness' and 'insanity' rightly, or do we use them too loosely, or 
do we actually abuse them? I had hoped that some general dis
cussion (along the lines of Michel Foucault's "discourse of 
power") might be forthcoming about this, but my own disap
pointment in the matter is that very little general discussion has 
in fact taken place. My book has on the whole been given a gross
ly literal reading, and the problem of 'insanity' and 'madness' has 
been reduced to a mere quibble about semantics. 

Secondly, my book derives from a phenomenological school 
of philosophy. Although I cited Edmund Husserl and Maurice 
Merleau-Ponty in my preface, and Husserl again in a key footnote 
(p. 161 ), hardly a reviewer has referred to the phenomenological 
dimension. Professor Samuel Hynes (New York Times Book 
Review, 25 February 1979) is a notable exception. Consequently, 
the aspect of the matter that I was myself most interested in, 
Virginia's "embodiment," has received virtually no critical 
notice. Professor Leaska's own work often tackles phenomeno
logical matters like this, and it is surprising that he of all people 
should have failed to recognize it. "Horizontal validities," 
"perspectives," "profiles" (Husserl's Abschattungen), "embodi
ment," one's own view of oneself/others' view of one, "disconfir-

. mation" -these are the really interesting things that I see in VW's 
life and work. If I could plead, even at this late stage, for a more 
helpful and accurate discussion of my book, I would suggest that 
it should be these aspects which should be taken up and thought 
about. 

Yours sincerely, 

Roger Poole 
The University of Nottingham, 
Nottingham, England 
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ANNE OLIVIER BELL RESPONDS: 

Dear VWM: 

Dr. Poole has kindly sent me his letter to you in case I should 
wish to comment. I don't want to labour the point further about 
"Leonard and the Doctors" (though I very well could), but will 
confine myself to a general observation about Dr. Poole's book. 
In it he has contrived portraits of Leonard and Virginia Woolf that 
neither they nor their friends (not a stupid or imperceptive lot) 
would find recognisable. This fundamental flaw derives it seems 
to me from his over-addiction to theory, and a consequent misuse 
of evidence. I am not competent to discuss his theories, but I do 
know a good deal about the evidence-and the business about 
the doctors is by no means the only example of what I consider 
misuse. 

Yours sincerely, 

Anne Olivier Bell 
Cobbe Place 
Beddingham 
Lewes, Sussex 

continued from page 1 

sky, blue and pink, hinting dusk, comes into a studio. Canvases 
with their backs to the viewer, stashed, not framed, are the evi
dence of a rich relation with paint. Verticals and horizontals 
delineate the central space off to the right side of the picture 
where a woman sits with a hint of right eye and nose, light graz
ing her face, in a dark jacket and pink blouse, looking at the 
viewer. She pauses in painting, holding her brush and palette 
knife. On the mantlepiece, framed by the outside leafless branch
es, are mugs of other brushes and utensils. Life in progress 
through work makes the order in the room that such activity 
seeks. Still painting, the artist was at this time seventy-three. It is 
riveting. 

Vanessa Bell structured exterior space as flawlessly as she did 
that of interiors. "The Artist's Desk," 1945, oil on board, 
25 1/8X15 in., speaks to "View in Garden," 1926, oil on board 
75 X 62.3 cm. "The Artist's Desk" is displayed through a doorway 
opening on the curved arm of a soft chair. Spatially central is an 
old-fashioned desk with woodwork cubbie holes and whose top 
lies open. On the desk appears to be the Tomlin bust of the 
artist's sister, along with two vases ready for the flowers of still
lifes. Encircling the whole is an oriental rug which touches the 
curved bottom of the rocking chair, then cherishes the stashed 
canvases. 

I am also still haunted by "The Chair, Charleston Garden," 
1928, oil on canvas, 255/8 X 21 3/8 in. An empty chair sits on the 
garden veranda in afternoon light. Flower beds of pinks, browns, 
reds, greens frame it in rectangular space. The light comes from 
left of center, highlighting the chair, forming a shadow directly 
under it. Empty chair, empty space-full of the promise of a rich 
life in which the very quality of sunlight and shade, and the smell 
of paint, gave centrality and meaning to the effervescent, the 
unnameable moment. 

Jane Lilienfeld 
Boston University 

1 Virginia Woolf, A Room of One's Own (New York: Harcourt, Brace, & World, 1929), p. 70. 
2 Munro (New York: Simon & Schuster, 1979); Greer (London: Secker & Warburg, 1979); 

Petersen/Wilson (New York: Harper & Row, 1976); Harris/Nochlin {New York: Knopf, 1977); 
Lippard (New York: Dutton. 1976) 

3 Callen {New York: Pantheon, 1979) . I am grateful to Professor Quentin Bell's review of this 
book for bringing it to my attention . 

4 The phrase is that of Carol Gilligan, "Do the Social Sciences Have an Adequate Theory of 
Moral Development," paper presented at The University of California at Berkeley Con
ference on The Problem of Morality in the Social Sciences, March, 1980. See as well, Gilligan, 
"Woman's Place in Man's Life Cycle," Harvard Educational Review, 49 (1979). 
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Vanessa Bell photo by L Ramsey 

REMARKS BY ANGELICA GARNETT TO 
JANE LILIENFELD 

Editor's note: As a postscript to her comments about 
Vanessa Bell's paintings and as a prelude to Angelica 
Garne tt's tour, Jane Lilienfeld would also like to share with 
us excerpts from notes she took when she interviewed Mrs. 
Garnett in January 1979. Readers might also be interested 
in Diane Gillespie's interview with Mrs . Garnett which 
appears in Modernist Studies, Vol. Ill, No. 3, 1979. 

Charleston was muddy, and as I alighted from the enmired 
cab, it looked best reflected in the pond, much as Vanessa Bell 
had painted the truer Charleston as a reflection in that pond in 
"Charleston Pond," 1919. oil on canvas, 25" x 26½". The pearly 
sky offset the gray stone farmhouse. The doorbell was a large 
clapper tagged "Ring for Garnett." I shook it, and Mrs. Garnett, 
youngest child and only daughter of Vanessa Bell, came to the 
door. I knew her by her beauty and the shape her bones gave her 
face. 

I followed her down a hallway to the studio . We turned into a 
narrow corridor with six Julia Margaret Cameron photographs of 
Julia Duckworth in flowing black, with three children. A rush of 
warmth-for it was January-greeted us as we entered the 
studio, spacious as a cathedral, high-ceilinged as one, but less 
drafty. Among the bullrushes of spider plants on a chest sat the 
Tomlin bust of Woolf. Pictures hung from every available sur
face. The old coal stove glowed and as we drew near it a comfort-
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able tabby stretched out at our feet. And so began my first con
versation with Angelica Garnett, painter, writer, musician, 
actress, and, recently, writer of a memoir of her mother. 

Was Lily Briscoe based on Vanessa Bell, I had written to Mrs. 
Garnett and Professor Quentin Bell? Professor Bell's delightful 
letter to me gave me permission to find out she was not by grant
ing access to The Charleston Papers. I had come to the children, 
to the paper, to the frigid January library, so cold I contemplated 
working in wool gloves, to find "the myth itself/and not the story 
of the myth." 

My earliest work on The Charleston Papers raised questions 
Mrs. Garnett met me to answer, and, as we talked, my sense rose 
like a perfumed mist that we must have Mrs . Garnett in America 
to talk to us all, as she did to me, with passion and clarity about 
Vanessa Bell, hardly even now given her due as a major painter. 
Of course, at the time neither Mrs. Garnett nor I knew that Diane 
Gillespie and I would organize, with the help of Woolf scholars 
across America, a speaking tour by Angelica Garnett to raise 
money for The Charleston Fund. Then, just a year ago, I sat there 
shyly, note pad on knee, as ready to ask as she was to answer. 

Q. Did Vanessa Bell study from the nude? 
A. I can't swear to it , but I don't think the boys were treated dif
ferently from the girls at that date. Throughout later years she 
took pleasure in drawing and painting from the nude figure. 
Q. The exhibition catalogue states that she changed from repre
sentational painting in 1909. Would you say the date is accurate? 
A. That's perhaps a little early. Her really abstract paintings were 
done in 1914, 1915. During the First World War, her paintings 
were bold, I would even call them revolutionary . 
Q . Were she and Duncan Grant perceived as similar kinds of 
painters, as she seems to indicate in a 1920 letter to Roger Fry? 
A. That was so later, but in 1918, 1920, she was the one to lead. 
She was the more enterprising and didn't think of herself as sec
ondary. After 1920 she was more influenced by Duncan Grant; 
formerly it had been the other way round. Later, it was her habit 
to think she came off worse than he. There was an early letter 
from Clive Bell in which he tells her how good a certain painting 
is, then compares her, it, to Duncan. It was Clive who did the 
damage when he said it in a rather wounding way . They became 
more similar after the War. Then Grant decided he had to go 
back to realism. Their post War paintings were terribly, intensely 
serious, heavy and ark and modeled in co lor as well as tone. 
Q. Was Vanessa Bell recognized as a great painter? What was 
her reputation? 
A. No, she wasn't recognized as a major painter. She under
valued herself in favor of Duncan Grant, rather automatically 
undervalued her own painting. Other people took this from her 
and didn ' t bother to rethink it themselves. She was called, I re
member [here Mrs. Garnett adopted an amused, wry tone], "one 
of our distinguished women painters." The use of the word 
"distinguished!" Most of her wartime work hadn't been shown 
there were no retrospectives for her, and later those creations 
were forgotten. It was thought that she became a softer, more 
conventional painter afterwards. She did a lot of paintings that 
weren ' t successful, quite large figure compositions. They didn't 
impress people, and though they were ambitious , they did her 
reputation a lot of harm . In fact, con sidering what other painters, 
like Picasso or Matisse, were doing, hers harked back to a worn 
out tradition. She was rather out of touch with what was going 
on . 
Q. But what was her own assessment of her work? 
A. She was too ready to think she'd failed, and I think this had 
the effect of discouraging her from going on slightly. She was 
very, very modest. The Bloomsbury Group were thought arrogant 
because they were so hypercritical, but they were that way about 
themselves as well as others. Vanessa was hypersensitive about 
her achievement, on the defensive I should say." 
Q. What was your mother like? 
A. [Laughter.] Oh, I can't put it in so many sentences. I'm trying 
to write a whole book on the subject. She was a strong personal
ity. A bit self-disparaging, but she came across as strong. She 



rather overawed people, people were overawed by her. She was 
an indirect person, she said things by not saying them, and she 
certainly had an emotional impact on others. 
Q. In his Autobiography, Kenneth Clark remarks that she would 
have been lovely if she'd dressed and made herself up . What do 
you think was the effect of her beauty on herself and others? 
A. She certainly didn't dress .well in a conventional sense. She 
reached a stage of resigning herself to being old before she actu
ally was . There is a statement somewhere that Stella [Duckworth] 
had given up being a beautiful young woman at 28. Vanessa was 
a bit the same in an odd austere way . If one wrinkle appeared, 
well, "let the younger generation come along ." If you're 
beautiful enough, you don't trouble with your appearance . To 
look your best, as others do . So when the time came to take the 
trouble, to do certain things, she didn't know how to do it. If she 
could have dressed in fashion she would have looked wonderful, 
but by the end of her life she looked like an old peasant woman . 
Q. Is it true that she was emotionally inaccessable? 
A. It was impossible for her to say No to anybody. 
Q. You mean the way her letters refusing Clive at first sound like 
an unconscious acceptance? 
A. Yes, she knew no way to say No in a meaningful way . Also, 
she couldn't bear to be left or abandoned by any of the men of 
whom she became fond . 
Q. Professor Bell says that Vanessa was the most important love 
of Virginia's life . Do you agree? 
A. Yes, but that love was qualified . For a long period they wrote 
to each other every day . In some ways they were and remained as 
close as could be. But Vanessa was made impatient by Virginia's 
love. Her love had the effect of distorting Vanessa's personality, 
building up an image. Then her constant demand for love - what 
can you say? All you can say is, 'yes, I do love you.' But her con
stant demand for love made Vanessa feel inadequate. 
Q . You mean nothing could satisfy Virginia? 
A. Yes, nothing would satisfy her. 

ROGER FRY PAINTINGS IN BRITISH COLUMBIA 

Shortly after seeing the Vanessa Bell Centenary Exhibition at 
the Mappin Art Gallery, Sheffield , in September 1979, I was sur
prised to hear of a collection of Roger Fry paintings right on my 
own doorstep in British Columbia . The larger part of this collec 
tion (including more than forty paintings) was currently on dis
play at the Kamloops Art Gallery, B.C.; the rest, comprising litho
graphs, pencil drawings, water-colors, and oil paintings, was in 
the home of Mr . Julian Fry (Roger Fry's son), near Kelowna, B.C. I 
wrote to Mr. Fry, who very kindly invited me to visit him and his 
wife, so that he could show me these works. 

The paintings and drawings which I saw at the Kamloops Art 
Gallery on October 6th are also the property of Mr . Julian Fry. 
These include a number of landscape in muted tones : Midi 
scenes such as "Road with Trees." which has small cube -shaped 
houses in the centre balanced against a foreground road , and 
"Cassis," with houses on cliffs providing an interplay of rectangu 
lar shapes. "Les Alpilles" (1932), a late landscape, is larger, show
ing a range of greyish-pink mountains with shadows in their folds, 
reminiscent of recessional effects in Cezanne's crumpled 
draperies . In the centre is a cluster of slanting, pinkish roofs, 
while two or three horizontal shadows stretch across the grass 
from some pollarded trees in the foreground. 

At the Vanessa Bell Exhibition, I had been particularly im-
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pressed by the paintings of Asheham (1912) and Charleston (1919, 
1926, 1945, 1950). Now I compared these studies with Fry's 
"Failand House," a harmonious composition in pinks , greens, and 
slate -blues, showing large cube -shaped pink chimneys topping a 
muted facade with mullioned windows; the shadow-dappled road 
in foreground adds a favorite motif . "Suffolk Stream," w ith trees 
reflected in placid water, recalls Constable and the English land 
scapists, although the surface is a chintz-like patterning of highly 
glossed pinks, greens, oranges, and blues . "Still -Life : Poppies" is 
decorative, yet simplified, and thus more effective . The large red 
poppies 1, emerging from an arabesque of stems and leaves, stand 
out vividly against a muted background. This design, which is 
bolder and more inventive than most of Fry's, invites comparison 
with Vanessa Bell's "Iceland poppies" (1908). (See Kathryn 
Heleniak's article in VWM, No . 14, p. 4.) 

Fry's figure studies are mostly conventional and undistin
guished . The formal society portrait , "Lydia Lopokova" (1922), 
looks back to the neoclassical manner of Ingres , although a 
brightly patterned scarf adds a decorative touch, and some dark 
crumpled drapery with orange border seems to show the imprint 
of Cezanne. Vanessa Bell's portraits, such as "Duncan Grant" 
(1930), are much more successful : she also uses a dark palette, 
but the red knot of Grant's tie strikes an assertive note that is 
more than merely decorative . 

From Kamloops I drove on to Kelowna, where I was the guest 
of the Frys in their beautiful house on the lake . First, Mr . Fry 
showed me several folders of lithographs - detailed studies of 
architectural mass and line . "Rock-cut Church, Saint -Emilion" 
and "Aries sur Tech" are so clear in their treatment of space that 
photographs of the same motifs look comparatively cluttered . To 
expound Roger Fry's love of French and Spanish cathedrals, 
Julian Fry read from the introduction to A Sampler of Castille 
(London : Hogarth, 1923) . Here Fry whimsically links the fascina 
tion of cathedral interiors with a . return to the womb, before 
launching into a panegyric on inner space and its uplifting 
spiritual harmonies . Reading in the firelight, the white -haired 
Julian Fry captured what I imagined to be his father's very intona
tion and expression . When I commented on this, he modestly 
replied : "Oh, I know just how he would have said it." 

I also saw sheafs of pencil and pen-and -ink sketches, in which 
Roger Fry seized fleeting impressions "between trains ." He was 
always sketching in scenes for development later, and many of 
his essays and lectures were based on notes hastily jotted down 
in front of the original works . 

At Sheffield, I had seen two matching studies by Roger Fry and 
Vanessa Bell, entitled "Cypresses in Turkey" (1911 ), painted at 
adjacent easels and almost indistinguishable. On Mr. Fry's walls, 
I saw two small studies made near Broussa, Asia Minor, featuring 
tall dark cypresses, pinkish -ochre houses, and mountains . As the 
light caught the surface of one of these paintings, I saw that it 
was geometrically modelled in cubes and rectangles to form a 
closely structured whole . "Carpentras" is a small oil study for a 
larger painting, and the Frys think it is probably more successful 
than the finished work . It has the light airy quality of an impres 
sionist sketch, with sunshine laid down in white patches over a 
pink road . (A fine example of this genre is Monet's "Seine at 
Bougival" [1869].) Over the mantelpiece, above the stone fire
place, hung an oil painting of a House and Bridge (untitled), 
which Roger Fry had given to his son, "because he [Julian] liked 
water." It is a harmonious study of a large pinkish house among 
trees (the palette resembling that of Vanessa's "Asheham" 
[1912]), with abstract shapes reflected in the foreground water . 

Although Fry's essays, such as "Plastic Colour," in Transforma
tions (1926), are advanced in conception, the paintings I saw 
show a conservative regard for muted harmonies, and even a 
lingering taste for impressionist effects . 

Jack F. Stewart 
University of British Columbia 
Vancouver, B.C. 

1 See Virginia Woolf, Roger fry: A Biography (1940; rpt. Ha rmondsworth, Midd lesex: Penguin, 
1979), p. 13 , on Fry's childhood passion for "red oriental popp ies." 



Brief Schedule of Virginia Woolf related activities at the Modern Language Association meeting in Houston, 
Texas, December 27 - 30 

Dec. 28-1:45 - 3 p.m., Dogwood A & B, Hyatt Regency -
Special section on The Aesthetics of Sisterhood : 
Virginia Woolf and Vanessa Bell - relations in art and 
life (Discussion Leader: Jane Lilienfeld; Speakers: 
Angelica Garnett, Diane Gillespie, Louise Desalvo , and 
J.J. Wilson) 

5:15 - 7:15 p.m., Sandalwood Room, Hyatt Regency -
Virgina Woolf Society Reception (wine and cheese; the 
film "Duncan Grant at Charleston" will be shown; 
Angelica Garnett will make an appeal for Charleston .) 

9 - 10:15 p.m., Cedar Room , Hyatt Regency - Seminar 
on Male - Female Doubles in Poe, Woolf, Lessing and 
Storey . 

Sonoma State University 
Virginia Woolf Miscellany 
Department of English 
Rohnert Park, California 94928 

Dec. 29-Noon - 1:15 p.m., Cottonwood B, Hyatt Regency -
Seminar on Virginia Woolf's early intellectual develop
ment (Discussion Leader : Jane Marcus ; Speakers: Louise 
DeSalvo, Alice Fox, Martine Stemerick) 

Dec. 30-8:30 - 9:45 a.m., Holly Room, Hyatt Regency -
Seminar on Narrative Strategy and Historical Vision in 
British Fiction of WWI: Virginia Woolf, Richard 
Ald ington, H. G. Wells and others. 

Noon, Brown Auditorium , Museum of Fine Arts, 
Houston - Angelica Garnett will speak on Vanessa 
Bell's Family Relationships. (see page 1 of VWM) 

(This material was kindly dictated to me by the MLA office, as 
my program had not arrived by press time; for more detail you 
should, of course, consult the full program .) 
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