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1. Introduction
The discussions regarding British modernism have shifted over the past decade from
“what is modernism?” to “whose modernism?” and “when was modernism?”(Hill 2).
The change in the subjects and the reconsiderations of the periodization raise questions
regarding feminism and the First World War in British modernist studies. Since then,
women’s works on the war long thought to be uncanonical have been “re-discovered”,
and one such writer is Evadne Price (1896/1901–1985).
Although most of the main characters in her novels are from the English middle class,
Price herself had a cosmopolitan background. As her uncertain birth year indicates,
there is much that is still not known about her life. She was born at sea of English
parents who settled in New South Wales, Australia, and was educated at private and
convent schools in New South Wales, Belgium and England. Her writing career
encompassed journalism, romances, films and plays.1
The single work for which she is best known is arguably her First World War story,
Not So Quiet...: Stepdaughters of War (1930), which tells of women’s experiences both
at the front and at home.2 It is somewhat helpful to understand her literary technique.
First, the project of the book originated from the publisher’s suggestion to write a spoof
of E.M. Remarque's All Quiet on the Western Front (1929), with the possible title All
Quaint on the Western Front. (All Quiet, written in German, was one of the bestselling
First World War books throughout Europe,3 and an English translation was published
in the same year.) Instead, under the pseudonym of Helen Zenna Smith, Not So
Quiet…was the title chosen, the book being written in a mock autobiographical style as
its narrator and protagonist share the name Helen Zenna Smith. In an interview Price
explained how popular the novel became at the time, describing an episode in which
the media wanted the unidentified author to be photographed, but she refused to
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comply.4 Over one hundred thousand copies of Not So Quiet… were sold by 1933.5 In
the same interview she confessed that such was the book’s success, it left her with no
further ambition to write a bestseller. Second, the origin of the novel also demonstrates
her feminist standpoints: seeing from a woman’s perspective. Aware of feminist
discussions at the time, Price illuminates the agony of the young feminists in her fiction.
She draws on the diary of a female ambulance driver on the battlefield and the novel
presented itself as women's war memoir of the western front. While Remarque told the
story of brotherhood, Price tried to produce that of “sisterhood”. The commercial
success of Not So Quiet… gives an indication of the high profile of feminism as a social
concern in the interwar period in Britain, although the feminism may not have been
welcomed by all of Price’s contemporary readers.6
The commercial success and the theme of feminism can also be seen in her other
popular stories, the Jane Turpin series. Jane Turpin was a fictional girl character and the
protagonist in a series of books for children. The first volume, Just Jane (1928), was
published two years before Not So Quiet…. Like the latter, the Jane series is a feminist
counterpart to a male-orientated story, in this case Richmal Crompton’s Just William
series for boys.7 The outstanding difference between the two is that while Jane’s male
counterpart, William, became the subject of television series, films and radio
programmes—and the front cover of the reprint version of Just William even offers
congratulations to the protagonist on the 90th anniversary of his creation—the Jane
Turpin series is now out of print, as indeed is the work of many other women writers
from the interwar period.8 In the 1930s and 1940s, however, the Jane stories were
sufficiently popular among children to be serialized into more than ten volumes.
The year the book was published was very significant for feminists. Parliament had
passed the Representation of the People Act in 1918, giving political rights to women
who were over the age of 30, whereas men could vote when they were over the age of
21. It was not only the age factor that determined whether a woman could vote,
however, but also her social and marital status. Women over 30 years old received the
vote but they have to be either a member or married to a member of the Local
Government Register. Women aged 21–30, some five and a half million in total, were
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not enfranchised until 1928 (Pugh 34). Therefore, their voting rights were tied to their
marital status, hence the attention paid by the researchers on British modernism to the
relations between mother and daughter in trying to perceive the differences between
women who had the vote and those who did not. Critics such as Marylu Hill and Jane
Garrity attach importance to the mother-daughter relationship in discussions of the
modernist literature in relation to gender, and analyze the continuum through different
generations. Their analyses are helpful in understanding the ambivalent relation
between British imperialism, racism and feminism. Influential to my understanding of
the mother-daughter relationship in the context of British modernism has been Garrity’s
contention that in a period when British imperial power was beginning to wane, British
feminists writers, such as Dorothy Richardson, Sylvia Townsend Warner, Mary Butts
and Virginia Woolf tried to recreate, renew or redeem British culture based on the idea
of citizenship. As Garrity rightly suggests, the primary role of British women in the
early twentieth century was that of “mother”. Britain’s losses in the Anglo-Boer War at
the turn of the century encouraged the perception that military recruits were physically
and even racially degenerate, which precipitated a wave of eugenic and pro-natalist
propaganda. She also points out “the white middle-class, procreative female body was
regarded as integral to the well being of the nation and central to empire-building, key
to conceptions of racial fitness and national stability”(2). Garrity attempts to address the
question of what happens to the British concept of citizenship in the modernist period
when the female experience of national identity is seen as paradigmatic rather than
marginal. What emerged as an alternative to the dominant view that women’s claims to
nationhood were dependent upon, or mediated through, their relation to male citizens?
(5) That is to say, British women were expected first and foremost to be mothers.
The prevailing circumstances in which British women and girls found themselves in
the interwar years are referred to by Deborah Cohler in her book Citizen, Invert, Queer,
“[from] the debates over the 1928 enfranchisement of women, termed the ‘flapper
vote,’ to England’s ‘boyette’ high fashions, interwar British women continually
negotiated changing standards of femininity, masculinity, and female subjectivity”
(155). Building on the works of Laura Doan and Gay Wachman in early
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twentieth-century studies of British culture of female masculinity, Cohler develops an
argument about the emergence of new categories through the classification,
organization of and resistance to the sexual practices before, during and after the British
interwar period. It might appear odd to introduce the issue of sexuality when discussing
children’s literature—but it should be remembered, for example, that boyish female
characters such as Joan of Arc, and the tomboys of Enid Blyton and Arthur Ransom,
were gaining popularity in children’s books at that time (Brown 42). Also, in terms of
sexuality, the general trend in children’s literature should not be ignored. Critics such as
Bruhm and Hurley criticize the dominant narrative about children in literature,
according to which they should stay “innocent of sexual desires and intentions”. At the
same time, however, “children are also officially, tacitly, assumed to be
heterosexual”(ix).9 British girls in the interwar period had to negotiate these aspects of
identity; sexual, gender, and national.
Invoked by the arguments of modernism, feminism, gender and sexuality, this paper
tries to see how a girl might enter a feminist community of her own by analyzing
Evadne Price’s Just Jane. From the mid-nineteenth century until the 1920’s, Britain
underwent the so-called First Wave of Feminism, whose demands and conquests
mainly concerned political, financial, and legal rights. Its goals were reached through
the continuous efforts of successive generations of women. The progress was
significant, but why did the movement seem to stagnate after their achievement of these
rights? This question is important for the present-day feminists, too, because they also
often face a similar situation. There are various explanatory factors, but one major
criticism, in the case of the First Wave, regards their class and race, for most of their
leaders were white and middle class.10 However, if we emphasize that aspect, then
feminist movements might be perceived as appealing only to English middle-class
women. It only prevents the idea of sisterhood, resulting instead in the division of
women. Therefore, this paper tries to look for signs of the relationship/bond having
existed both in terms of their horizontal and vertical relations, but it does not intend to
concentrate on any gap between the women, rather it believes that the gap should not be
over-emphasized either from a feminist or political point of view. Therefore, hoping to
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widen the concept of female bonds or sisterhood, the paper analyses Price’s bestselling
Just Jane and aims to show how a girl character in Britain in the interwar period found
a way to discover and then bridge the gap she faced.

2. A Manly Woman: The Difference between Gender and Sexuality
The Jane Turpin stories are in fact part of the modernist tradition, though that might not
appear to be the case at first sight. Price’s writing style in the Just Jane episodes may be
less aesthetic than that of her contemporary modernist female writers, such as Virginia
Woolf, but Price did nevertheless apply her own experimental writing technique: the
feminism of the girl, by the girl, for the girl.
Although some might view the Jane stories as a kind of sitcom set in the English
suburbs, this is not quite correct. It is true that Jane is part of a typical white
middle-class family—Mr and Mrs Turpin (the parents), Marjorie (older sister) and a
baby (a younger sister whose name is never mentioned in the book), plus Nana
(nanny)—living in a small suburban town, Little Duppery, where most of the stories
takes place, and yet the first chapter of the Just Jane stories begins on a ship in “the
tropical zone” (18) from the Cape, and the last ends with a chapter entitled “Miss
Crusoe and Her Man Friday”. Just as Price herself had come to Britain from Australia,
Jane also crossed continents. The stories may seem insular, but from a geographical
perspective the range of imperial or modernist settings in the novel should not be
ignored.
Another modernist feature of the novel is Price’s experimentalism in writing, which
can be seen especially in the heroine’s way of speaking. Aged ten, Jane is presented by
Price as speaking a more colloquial form of English than other members of her
family—and the way feminist themes are conveyed through these humorous writings,
particularly, through a girl-protagonist’s words, makes the novel all the more innovative.
Below is what Jane says when she first appears in the novel:
With a start of dismay Jane realized that she had given herself into the
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hands of the enemy for the sake of a petty, momentary triumph. She could
have wept.
“If I’m not a soppy silly,” she reflected bitterly, “to go answerin’ him back
like that. So long as I said, ‘Yes, Mr. Hurlin’ham’ every time he ordered me
off he coulden do nothin’, so long as I was polite.”(original errors 9)
This is not the way English ladies, even very young ones, were expected to talk. It is
very different from, for example, the words spoken to a previous generation of readers
by the famous young protagonist in Louis Carroll’s Alice’s Adventures in Wonderland.
Although Alice was often perplexed by the words of the people or other creatures she
met, she herself never said things that left others confused—unlike Jane, whose defiant
attitude causes a stir among all the respectable people around her. Jane is fully aware of
what she wants to say, not hesitating to voice her opinions:
Jane registered more derision. “I never do nothin’ I’m told,” she boasted.
“Not never!”
“Not never never?”
“Not never, never never! An’ if you don’ fo nothin’ you’re told they can’t
do nothin’! On’y swipe you that’s all! Sometimes they don’ know w’ot to do
with me, I hear them tell each other. So I go on not goin’ nothin’ all the
more… I’d be ashamed for to be a good girl.” (original italics and errors
207)
Had she emerged at the end of the twentieth century, Jane might have been a symbol of
so-called “Girl Power” (as projected by the pop girl group the Spice Girls, whose
message of empowerment appealed a lot of young girls at the time), or even a “Riot
Grrrl”11, such is the pride she takes in her physical strength, appetite, and even,
occasionally, violence. She has power and is very proud of being her own master.
Moreover, although the term feminism was never mentioned in the narrative (unlike
in Not So Quiet…), Jane’s feminist way of thinking is evident. She is very conscious of
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how girls are treated. The kiss business is a good example. Due to her angelic looks
(golden hair and blue eyes) Jane is often called “derogatory” names (from her point of
view) such as “little twee-twee Goldlocks,” and what is more, is once asked for a kiss
by a clergyman. She refused to comply, for “I [Jane] ain’t soppy”(my emphasis 111).
We can infer that for Jane, to be kissed means no more than to become an object for
another person, not to be a subject in her own right. Her frequent use of the word
“soppy”, throughout the stories, hints at a defiant and indeed feminist attitude. For her
the word would appear to mean foolishly feminine, and she uses it when she sees other
females behave in such a lamentable way. Instead of being soppy, Jane, who is proud of
her ability to “help a lion” (27) or “tame [a] baboon”(42)—and who did indeed achieve
both feats—tries to take a leadership role in her relationships with her male friends Pug
and Chaw. Jane’s feminism is the one that above all aspires not to be “soppy”.
The word soppy is applied most often to Jane’s teenage sister Marjorie (or “Madge”,
as Jane calls her). Madge is typically presented as a girl whom Jane despises. The two
always start arguing whenever they are sitting together, and it could be said that at the
root of their conflict lie their differing stances on gender and sexuality. Madge’s
heterosexual behavior is evident; she is worrying about her boyfriend—which Jane, of
course, finds intolerably soppy. We should assume that Jane is keen to avoid becoming
another Madge when she gets older. Also, Jane seems to be skeptical about any
possibilities for sisterhood, although the episode with an inverted couple shows that
Jane does not fail to grasp the meaning of the concept.
The least soppy character in Just Jane appears to be a female invert, Miss Pitts. The
subject of the female invert was coming increasingly to the public’s attention in Britain
around the turn of the last century. Cohler argues in an article that early
twentieth-century lesbian representations were produced through discourses of
xenophobic nationalism and ideological affiliations with homosexual male figures
during World War I. As she puts it:
Discourses of national degeneration and elite effeminacy were projected not
only onto men but onto marginalized women as well, both pacifist women
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and sexual or national outsiders. The discourse of homosexual male
contagion and cultural anxieties over women’s involvement in the masculine
public sphere enabled a new rhetoric of female homosexuality to emerge on
the British home front. (70–71)
Under the huge influence of Judith Butler’s epoch-making study in Gender Trouble,
which no longer describes gender as a biological property but as the result of the
repetition of actions which code the body as female or male, gender and sexuality are
now understood to be distinct but intertwined categories, and in addition the idea of sex
is understood to be culturally and historically produced, rather than naturalized. Recent
scholars of sexuality have looked to the early twentieth century literary and medical
literature to construct genealogies of contemporary identities. In this vein, Cohler
suggests that gender inversion becomes a central element of the emergence of female
homosexual representations, as it also signals women’s assertions of citizenship in the
British public sphere before and during the Great War (xiv). Cohler’s research on the
production and understanding of British women’s sexuality during the interwar period
will help us understand the inverts in Jane’s story. Just Jane is written not only under
modernist influence but also under that of the British feminist and sexology culture of
the early twentieth century.
Jane meets an invert, although she is not familiar either with the term or the concept,
and comes to regard this person—Miss Pitts—as her own feminist role model. Jane’s
ignorance about inverts is not her own fault: the concept was only beginning to emerge
into the public sphere.12 Inverts appear in the chapter entitled “A Womanly Woman”.
Although Jane does not differentiate between the concepts of gender and sexuality, Jane
learns the difference through the development of her relationship with Miss Pitts.
Miss Pitts is not at all soppy: she is instead “the tallest and strongest minded lady in
the district”(126). “Although handicapped by golden hair, a pink and white skin,
regular features, [Jane] had won her position as leader of her set sheerly by modeling
herself on Miss Pitts”(130):
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Miss Pitts was as strong as a lion physically, and as fearless as a whole
platoon of those fierce jungle beasts marshaled together. Once when a mad
dog had broken loose in the village street she had attacked it single-handed
with a mashie, afterwards drugging it with a wad of cotton-wool soaked in
chloroform. (128)
She is, not only for Jane but also her male friends, “[a] real, manly woman, devoid of
all feminine weakness—a queen who ruled her kingdom with an iron hand—the largest
iron hand in the country at that”(130). Miss Pitts embodied Jane’s hope that a girl could
grow up without being soppy.
Note here that Miss Pitts is an invert, but in terms of sexuality she is a heterosexual,
based on the fact that she had a love affair with Archie Crimm. At first Jane was very
disappointed to discover that her ideal female grown-up had an amorous relationship,
for the mere fact indicates her “soppiness”. It is no wonder Jane got so upset when she
found Miss Pitts secretly crying, repeatedly saying “Oh Archie, my lost love!” Miss
Pitts committed “the unforgivable sin—she had gone ‘soppy’”. The first thought that
came to Jane was what Pug and Chaw (her male playmates) might think of her. She
says “I’d sooner die an’ go to heaven than have them thinkin’ I’d ever be soppy,”
because they would stop respecting her (original italics and errors 137).
Jane’s solution to the case results in a happy ending for the couple and deepens
Jane’s understanding of feminist theory to the extent that she does in fact differentiate
between the concepts of sexuality and gender. Jane settled a dispute between two lovers.
Jane and Miss Pitts prepared for a kind of “hidden camera” show. The target subject is
Mr Archie Crimm. Jane made a suggestion to Miss Pitts as she was crying over Archie,
thinking she had lost him because she had kicked or “spurned”(138) him with her golf
shoe by accident:
“You better start bein’ a womingly woman if he likes them womingly
women. You better stand on a chair an’ be frightened of a mouse, though I’d
die of shame if ever Pug an’ Chaw ever seen me doin’ that. I wouldn’t be a
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womingly woman for a hundred million ole Crmms, I wouldn’t.”(original
italics and errors 140)
Miss Pitts adopted the solution proposed by Jane and did indeed buy a mouse in order
to show her fear of it to the man she loved and thus reveal herself to be a womanly
woman. At the end of the day, however, it was Archie who revealed a womanly fear of
mice, and Miss Pitt who proved to be a ‘manly woman’ by protecting him from the
creature.
“My love, never again shall you be afraid,” declared Honoria Pitts. “You
want a strong woman to shield you from the hard knocks of the world. You
are too timid and gentle to walk life’s path alone.”
“Honoria, how strong you are!”
“Dear one, you don’t want me to be a womanly woman?”
“It’s your strength I love, Honoria. I bow down to you. I know I am the
weaker vessel. I glory in your magnificence.” (142–43)
To modern readers these conversations may seem comical as well as cynical, or it
seems that Price probably debases either male effeminacy or female invert. However,
we should look to the description of how this “queer” couple provoked a reaction in the
girl-protagonist, because the book was principally written for young girl readers.
In playing cupid for Miss Pitts and Mr Crimm, Jane learns the difference between
sexuality and gender at the cost of losing her role model. She still might not know the
terms gender or sexuality but she experimentally perceives the difference between them.
She seems not to praise Miss Pitts’ heterosexual marriage but neither does she criticize
it. At the end of the episode with Miss Pitts Jane thought “[she] could never respect
Miss Pitts again, but she would keep her secret though the heavens fell…Women must
stick together sometimes” (my italics 143). This small act of sisterhood with an invert
might be seen as Jane’s first feminist accomplishment.
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3. Against Patriarchy—Towards What Kind of Feminism?
Having abandoned her hopes for her feminist role model, Jane tried to develop a new
bond with a woman whose identity is full of mysteries. The information about
her—including her name, age and class—is all uncertain. In “The Case of Mistaken
Identity”, where the woman appears, there are several mistaken identifications, which I
will discuss later in this section, and by eventually discovering their true identities Jane
gains a new sense of feminist community.
What prevents the development of bonds between women? Kate Millett’s answer to
this long-discussed question is patriarchy. In Sexual Politics she says “government is
upheld by power supported either through consent or imposed through violence” (my
italics 26). Violence is of course a significant factor in the patriarchal social system, but
an internalized consent is by no means a fundamental issue to be examined.13
One of the chief effects of class within patriarchy is to set one woman
against another, in the past creating a lively antagonism between whore and
matron, and in the present between career woman and housewife. One
envies the other her “security” and prestige, while the envied yearns beyond
the confines of respectability for what she takes to be the other’s freedom,
adventure, and contact with the great world. Through the multiple
advantages of the double standard, the male participates in both worlds,
empowered by his superior social and economic resources to play the
estranged women against each other as rivals. (my italics 38)
Millett understands patriarchy as a universal, ahistorical and social relation system,
based on misogyny, in which men exert power over women with a perception that
women are inferior to them (Ikawa 210). The double standard of sexual behavior
excuses men and penalizes women for engaging in the same acts. Women living in a
misogynistic society often internalize men’s misogyny and make those negative images
their own, either implicitly or explicitly.
Millet’s understanding of patriarchy requires Jane’s feminist idea of “soppiness” to
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be reconsidered. If Jane’s interpretation of feminism is an antonym of “soppiness,” it is
exactly the same as the misogyny of the time, as we can see in a popular pageant such
as Cicely Hamilton’s A Pageant of Great Women, a highly successful suffragette play in
1910. “What is [a woman’s] prize in life—a kiss, a smile, [t]he right to claim caresses!”
(25) Jane’s disdain for her sister’s soppiness, as well as her fierce rivalry with her sister,
may appear to echo male misogynistic attitudes. In that sense Jane too might seem to
have internalized the contemporary misogynistic view of women.
Let us look briefly at the summary of the episode before we analyze Jane’s misogyny
further. In the episode of “the Case of Mistaken identity” Jane meets two new
characters, a woman and a man. At the same time the Turpin house had been burgled
and a golden cigarette case and twenty pounds of Mr. Turpin’s were gone. Jane believed
that the man must be the burglar. In fact, however, he was a detective who had pursued
the woman, and actually she was the one who had burgled the house, without knowing
it was Jane’s home. Since Jane had struck up a great friendship with her, she helped her
evade the detective.
In this episode Jane mistakenly identifies the woman, whom she calls “Pierrot
Actress”, throughout the story, mistaking her for the female pierrot she saw at the show.
Jane admired her for the following reasons:
There were so many things about [the Pierrot Actress] that were perfect. She
never kissed you, she never said “soppy” things, she never asked you what
you learnt at school, and she asked your advice about things and took it. But
her nicest habit was to say suddenly, “Jane, you’re a marvel. I wish you
lived with me for keeps…” remarks that made Jane glow all over. (185)
Jane’s keyword, “soppy”, appears yet again, implying their relationship is based on
their non-soppy, feminist stance. Indeed, Jane cultivates a great friendship with this
mysterious woman by visiting the beach where she lives her secluded life. To judge by
the words of Jane’s Nana calling Sophie a “low people” or “a dyed-headed hussy”
(184), adult readers at the time probably wondered about her social status and might
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have realized that Sophie did not belong to respectable society. Indeed, Sophie was an
outsider, eventually revealed to be a burglar.
It should be noted here that burglar was understood to be a very rare “occupation” for
women at the time, and this leads to the second misidentification in that Jane mistook
the male detective for the burglar. In the 19th and 20th centuries criminologists such as
Cesare Lobroso and Sigmund Freud developed numerous theories to explain crimes,
but according to Anne Sullivan they mostly ignored women’s criminality. Whenever
they did consider it, their main concerns remained in the fields of biology and
psychology; they did not take into account sociological or economic factors. Therefore
there was still not much data on crimes committed by women (70), and a female
burglar would certainly have been seen as an unusual character. The fact that the female
burglar was described neither in terms of biological nor psychological characteristics
makes her appearance all the more noteworthy and pioneering. The first academic
research on female criminology appeared as late as 1950 in Otto Pollak’ The
Criminality of Women, although the book still attributes female crimes mainly to
biological factors.14 Sophie, therefore, can only have been an extraordinary character
for the readers of the time, particularly because she appeared in children’s literature.
No one knows what the woman’s real name is but she is called “Slick Sophie”, the
French spelling being the first clue to her identity. Sophie, instead of the English Sophia,
would probably have reminded readers of the French battle zones where most war
novels were set. The name is used by the detective who has hunted down this
attractive-looking and quick-minded woman. The nickname, and his use of it, might
imply that she has already made some narrow escapes from him. However, as Samuel
Hynes argues, the 1920s and 30s were the most productive era for First World
War-related fiction,15 and women’s war stories are full of female characters calling
each other by pet names—so alternatively one might suppose that the nickname “Slick
Sophie” had been invented by female colleagues in the context of war service.16
There is also other evidence suggesting a connection between Sophie and the First
World War: a baby. At their first meeting Jane’s eye color reminds Sophie of her baby,
and she says, “I knew a little Jennie once. Littler than you, Jane. Just two” (183). Her
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baby “starved to death while [she] was down and out” (192). Her account does not
include the birth year of the child, but based on the fact that Jane, at the age of 10,
reminds Sophie so much of Jennie, we might infer the baby would have been about the
same age as Jane had she survived. As the book was published in 1930, we might
therefore place the fictional births of Jane and Jennie in 1920, a year before the World
War One was over. The war resulted, of course, in enormous loss of life among British
men—young and old, and of all classes. Sophie’s lover, whether married or unmarried,
was very likely to have taken part in the war and to have been killed. The year when the
baby and Jane were born would evoke a strong association for the readers in the 1920s
and 30s. The baby herself would actually invite memories of war, especially for the
women of the day. The figures show that after the war British infant mortality actually
declined by about 20 percent because of the First World War’s (surprisingly) positive
impact on health in Britain, while rates were fairly stable across most of the other
combatant countries (Gazeley 59). The death of a baby may not be a common cultural
representation in works of fiction at the time, but in female writers’ works such as
Price’s Not So Quiet and Rathbone’s We That Were Young, war babies are a very
common topic. In these novels a number of women lost both their lovers and their
babies. Not So Quiet… has a female middle class protagonist whose sister asks for help
in getting money to pay for an abortion. So in the eyes of Price at least, young women
and their war babies were highly visible.
Whether or not Sophie was a war widow remains unknown, but what can be deduced
from the episode of Sophie and her baby? Does it indicate the breakdown of the
mother-daughter relationship? Jane draws a different conclusion, as we can see in the
last misidentification. Through unveiling the third misidentification, Jane made her
feminist attitude clear, facing her own misogyny: how to face the patriarchal societies.
The third case is different from the others in that Jane mistook the identities of her
father and the detective on purpose for the sake of her feminist bonds. Jane wanted to
make time for Sophie to escape from the detective, diving at the detective’s legs and
screaming “Father”.
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Jane drowned [the detective’s] voice with her cries, hanging to him like
limpet… “Father! Father! Oh, don’t kick me, Father,” she screamed as the
detective tried to kick her off....
“You brute,” cried an indignant lady with a shopping bag, “kicking your
little child in public.”
“Shame! Shame!”
“She’s not my little child,” denied the infuriated man.
“Father! Father!” sobbed Jane.
“Poor little mite,” remarked a spectator feelingly. “Half starved she looks,
too. I expect he beats her to death, the coward.”
“Oh Father, don’t beat me!” howled Jane… (194)
Jane’s cry of “father” can be interpreted in a various ways. Of course, it enables Sophie
to escape from the detective, while the people around them paid attention only to the
detective and to Jane (a mock father-daughter relationship), but if one looks at the same
incident from a different angle, a different meaning might be perceived. That the people
paid so much attention to Jane’s cry was due to her “father’s” (the detective’s)
abominable behavior towards his “daughter” (Jane), because his behavior failed
absolutely to meet people’s expectations of what a father should be. The expectation
that fathers should be gentle and daughters obedient, and that the two should get along
well, made the people stop thinking deeply and querying the completely different
appearances of Jane (middle class) and the detective (working class). Their looks and
clothes must have been clear indicators of their different social status. In this incident
Jane makes it clear how a mere utterance of the word, “father,” could have a strong
negative effect on people’s minds, stopping them from thinking and making an
incredible thing happen. The appearance and reaction of Jane’s biological father proves
this. He was tall, whereas the detective was short. “[He]’s nothing like [Mr.
Turpin]”(195). The episode shows how easily people can make the impossible possible
in the name of “father”.
In addition to the understanding of the role fathers were expected to play in society,
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Jane’s calling attention reveals more the function that a “father” carries out. Mr. Turpin
was called by the local officer to sort out the situation that Jane caused. When he was
alone with Jane, he asked.
“Now Jane,” he commanded sternly, “the truth. Quick.”
“I on’y helped you to get back your money an’ the gold case, Father,
an’—”
“That’ll do, Jane.” Interrupted her weary father. “I don’t want to know
any more.”
The fact was he didn’t dare ask any more questions. He was too afraid
Jane might tell him the truth. This was obviously an occasion where
ignorance was bliss. On arriving home, his wife agreed with him. (my
italics 196–97)
Here, it is clear that neither the society nor the father himself has any desire to delve
deeply into the matter, nor wants to see the truth that the burglar is female (Sophie).
None of them—the local police, the detective, Mr. Turpin—give any thought to how
she bore a fatherless child or how she lost the female baby. No discussion was
forthcoming. She remains irrelevant to society; an outsider. The patriarchal society
neglects such a woman, and the book indicates that in such a society the “father” serves
the role of suppressing of the truth.
What we should pay attention to here is how Jane shares the experiences of such
women. At the end of the episode Mr. Turpin’s property (both the money and his
cigarette case) is sent back to him in a registered parcel, and Sophie left the town. Jane
now fully knew that the identity of her “perfect” role model is a burglar, and also sees
that her parents did not want to see what she saw and knew. Jane knew she could never
see her again, but she remembered the experiences she had with Sophie and the
memory that she tasted with her. For Jane “[b]oiled eggs eaten indoors would never
taste the same again”(my italics 198) Here Jane distinguishes her experiences inside
and outside home, and declares her preference for the latter, revealing a bond with a
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sister, Sophie, rather than with the father, which leads to misogyny.

4. Conclusion
If one tries to read Just Jane exclusively in terms of sexuality, the conclusion must be
simply that the work is heterosexual. Price describes a female invert of the time,
although the representation is ultimately a comical parody. However, when one sees the
reaction of the girl protagonist’s role models, the description is not as simple as one
might think. She forged a form of sisterhood with two kinds of women (a female invert
and a burglar), both unfamiliar but beginning to emerge in the society of the time. By so
doing, Jane gains powers: the power to identify what they are and to create a bond with
them. She did uncover their identities and yet still admires both of them. Through her
association with them she learns a new concept of queer and female criminology. Also,
she comes to perceive the difference between gender and sexuality. We do not yet know
how Jane discovers her sexual identity or how she deepens the idea of gender. One
thing we are sure of, however, is that what Jane gained in the end is the power to
connect with other females. Just Jane shows us, therefore, one possible means of
forging sisterhood between women.
* This paper was partly supported by the Japan Society for the Promotion of Science Kakenhi (Grant
Number 23720147).
Notes
1 See Jane Marcus (262–65) and Keiko Kawachi (210) on Price’s biography.
2 Not So Quiet... was reprinted in 1989 from the Feminist Press and remains the only Evadne Price book
still available for purchase.
3 See Samuel Hynes’ War Imagined, based on historical records together with various literary texts, which
studies the First World War not only as a military and political event but also as a culturally significant
incident which brought about a great change in society and in consciousness.
4 Although some critics, such as Jane Marcus, keep records containing some facts about Evadne Price’s life,
there has as yet been no biography written about her. Besides the Dictionary of National Biography, the
1977 interview would probably be one of the obtainable and useful documentary records about Price.
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5 The advertisement for her new novel in The Times in 1933 introduced Helena Zenna Smith [Price] as
“[the] author of Not So Quiet... over 100,000 copies sold.”
6 See Ray Strachey’s The Cause on the history of British first wave feminism.
7 The first series of William was published in 1922.
8 The women writers’ works are often out of print. For example, the editors of 500 Great Books by Women,
an anthology of women writers’ works throughout history, said in lament, “it is appalling how many
books by women are no longer in print.” In order to make their anthology a guide that readers could use
to find copies of the books, they wanted to keep the ‘in print’ rule, but found it difficult to do so (viii).
9 See also the introduction of Tison Pugh’s Innocence, Heterosexuality, and the Queerness of Children's
Literature.
10 Regardless of their methods, radical or moderate, the leaders of the suffrage movement at the time were
all white and middle class. Among them were Millicent Fawcett, and Emmeline Pankhurst and her
daughters (Christabel and Sylvia).
11 See Marcelle Karp and Debbie Stoller.
12 See Laura Doan’s Fashioning Sapphism on how the female homosexual gained attention after the trial
of Radclyffe Hall’s lesbian novel, The Well of Loneliness.
13 See Chapter 2 of Kate Milllett’s Sexual Politics for her understandings of patriarchy and Chitose Ikawa
for the women’s internalization of misogyny.
14 See Sullivan and Heidensohn more on female criminology in details.
15 See Hynes’ War Imagined, especially in Chapter 21, “The War Becomes Myth.”
16 See the women’s war novels such Price’s Not So Quiet… as well as Irene Rathbone’s We That Were
Young (1932), which is again published during the interwar period.
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