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ABSTRACT
CAROLINE MESROBIAN HICKMAN: Clare Leighton’s Wood igravings of
English Country Life between the Wars
(Under the direction of Arthur Marks)

Clare Leighton’s wood engravings of interwar Eslglcountry life portray a rural
culture barely touched by modernity, a domesticiadscape in which robust farm
workers maintain a close relationship with the aoill its associated values of simplicity,
stability, and diligence. Void of references to tedships of rural life during a period of
sustained agricultural depression and unprecedeatadcommodification, the prints
speak to a sense of order, permanence, peaceugmsp. At once imaginative and
scrupulously accurate depictions of rural labor aradt, they nourish nostalgia and the
preservationist impulse to record dying traditions.

This study seeks to contextualize the imagesair thiriginal purpose as book
illustrations. A close reading of the books for elhiLeighton created the engravings
shows that the text serves to idealize countryifde also speaking to the disorders and
anxieties of the turbulent '30%he Farmer’'s Yea(1933),Four Hedgeg1935), and
Country Matterg1937), mediate her various publishers’ senseseomarket and
differing viewpoints with her personal and widencerns. All voice a deep sense of loss
for traditional modes of living that fulfill a raegof criteria for the country life genre, yet
each addresses distinct concerns relevant to amguegitural interests and anxieties in a

period of uneasy peace between the world warsldaruscape becomes a stage against

which can be expressed deep-seated communal asmhpéreaction to the destructive
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elements of mechanization as well as for advocdtergstrong humanitarian beliefs and
modernist interests. Moving past debates aboubmaltidentity, tradition and
modernism, she sets out a basic doctrine for aghelacommunal existence that rises
above issues of race, class, and national inteestwing an organic, symbiotic
connection with nature and tending to the landeatovely singular vision enabled by a

sustained engagement with modernist formal means.
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INTRODUCTION

Thesis

Clare Leighton’s (1898-1989) wood engravings ofjlistm country life between
the wars portray a rural culture barely toucheartmgernity, a domesticated landscape in
which robust farm workers maintain a close relaiop with the soil and its associated
values of simplicity, stability, and diligence. \doof references to the hardships of rural
life during a period of sustained agricultural cegmion and unprecedented rural
commodification, the prints speak to a sense oémnoermanence, peace, and purpose.
At once imaginative and scrupulously accurate dewis of rural labor and craft, they
nourish nostalgia and the preservationist impusetord dying traditions.

Little has been done to contextualize the imageheir original purpose as book
illustrations. A close reading of the books for ahhileighton created the engravings
shows that the text serves to idealize countryifide speaking to the disorders and
anxieties of the turbulent 1930s. Her engagemett @antemporary debates about the
place of the countryside in English culture andithpact of modern life on the landscape
simultaneously heightens and subverts the pastoegle. The engravings call up a deep
nostalgia for an imagined past and function as syswf English national identity. They

also act as poignant counterpoints to the counteysirapid, often disfiguring



transformation under the pressures of modernite. [Bhdscape becomes a stage against
which can be expressed deep-seated communal aswhpéreaction to the destructive
elements of mechanization.

Of central concern for this study is how Leightdepiction of English country
life during the interwar years relates to conterappdiscussions of the countryside’s
significance to the nation’s culture, economy, aadial and political doctrines. How far
and by what means does her imagery representige @aind to what degree does she
present a unique vision? How does her representafitraditional modes of agricultural
life and rural values relate to modernity and madem, so often seen as antithetical to
native tradition? Unique to the country life genre of this periodtieir unity of image
and narrative, the books provide an uncommon oppiytto study ruralist themes from
the perspective of an artist-writer whose evohiimgllectual experience drew her deep
into the great traditions of English pastoral btteire and art, while putting her at the
forefront of radical discourse on contemporaryorai and international affairs.

During the period between the world wars, the tyside, already deeply cast in
Edwardian ideology as crucial to national idenéibd national values, took on an even
heightened importance in English culture. Primeistar (and industrialist) Stanley
Baldwin’s “To me, England is the country, and tleitry is England,” while used for

his and the Conservative Party’s political purposiestilled the sentiment surrounding

! Lisa Tickner'sModern Life & Modern Subjects, British Art in thary Twentieth
Century(New Haven and London: Yale UP, 2000) providdsaaughtful evaluation of
modernism, modernity, and modernization in her gssent of the historiography of
British modernism. See her “Afterword: Modernisnddviodernity,”185-96, as well as
David Peters Corbett’s discussion of the termBha Modernity of English Art, 1914-
1930(Manchester: Manchester UP, 1997), 1-14.



this constructed national heritage, an idealized pénere humanity was in touch with
time-honored values, the soil, and the regeneratete of the seasons, as yet untouched
by the perceived chaos and fragmented alienatibrdern life? A symbol of enduring
Englishness, the land, real or imagined, servadspéctive nostalgia and propaganda
while at the same time experiencing a significadlithe in agricultural production and
an unprecedented urban expansion and growth irstowand recreation. As Raymond
Williams has observed, “There is almost an inv@reportion ... between the
importance of the working rural economy and théural importance of rural ideas.”
Martin Wiener and other social historians havauaththat Englishness was
frequently defined geographically, with a specrégion serving in the name of the
whole. By the end of the nineteenth century, treedefor either authentic or imagined
pre-industrial and anti-modern sites rested insthéthern landscape, which projected
order and tradition, in contrast to the “Northerataphor,” which was perceived as
overrun with industrialization and therefore noitsble as a representational imdge.
This cultural ideology, which was articulated amlyanced in country life literature and
landscape painting, served the emerging heritadjesiny. Working in a period of high
“Heritage England,” Leighton’s interwar period eagings continue a Southern

Englishness metaphor, evoking a pre-mechanizedlizéel landscape of rolling hills and

2 Stanley BaldwinOn England, and Other Addressgsndon: Philip Allan, 1926), 6.

¥ Raymond WilliamsThe Country and the CiNew York: Oxford University Press,
1973), 248.

* Martin WienerEnglish Culture and the Decline of the Industrigir§, 1850-1980
(Cambridge, Cambridge UP, 1981), 40-42. For a sumpiawad an expansion of these
arguments, see David Matleksindscape and Englishne@dsondon: Reaktion Books,
1998), 17-19.



cultivated fields, a world in which agriculturablarers are closely linked to the natural
order?

As a result of the increased importance of thenttgaide in English culture,
publication of books on rural life for a middle-staurban readership reached its height
during the interwar yeafsConcurrent with the popularity of rural themes wss revival
of wood engraving in England as a form of creaéxpression, in which Leighton played
a central part, bringing about a brief “golden” efdine and popular illustrated books on
country life issued by commercial and private pes$&hese editions gave pictorial
form to what Lisa Tickner has called “a structufdeling in the culture at large: that
form of nostalgia defined as a ‘melancholic resgatiosthe alienation consequent on the
experience of modernization.” Anxieties widely peat in the Edwardian era, although
not yet culturally focused, took definite shape andncreased significance after World

War |8

® The metaphor as defined in Edward Thomasie South Countr{1908) extended
south of the Thames and Severn and east of Exmooted in Ysanne HolBritish
Artists and the Modernist Landsca@ddershot: Ashgate, 2003), 4. Paul Street
(“Painting Deepest England: the Late Landscapeelf Linnell and the Uses of
Nostalgia,” inThe Imagined Past: History and Nostalgeal. Christopher Shaw and
Malcolm Chase [Manchester, England: Manchesterl9B9], 68-80) relates Linnell’s
work to the ideologies of “heritage” and Deep Englal refer to “England” rather than
“Britain” because Leighton’s work depicts a sma#aof the main island.

® This literature ranged over a great tract of dicfinatural history, regional and
recreational guidebooks to new editions of ninetfeand early twentieth-century ruralist
writers and gardening books.

" Publishers frequently brought them out as giftksoia the fall in anticipation of the
holiday season.

8 Tickner (Modern Life & Modern Subject492) cites David Peters Corbett’s discussion
of nostalgia and its close connection to the mo@&wdernity of English Art156),



Leighton’s three books on English rural lifeTe Farmer’s Yea1933),Four
Hedgeq1935), andCountry Matterg1937) -- mediate her various publishers’ senses o
the market and differing viewpoints with her peraloend wider concerns. All voice a
deep sense of loss for traditional modes of litimag fulfill a range of criteria for the
country life genre, yet each addresses distinat@ms relevant to changing cultural
interests and anxieties in a period of uneasy peacgue thaThe Farmer’s Year
celebrates the hardy English agricultural workeotlgh the seasons while expressing
anger and grief over the Great Wiaour Hedgeswhich chronicles her garden in the
chalky Chiltern Hills over the course of a yeard &ountry Mattersa portrayal of
village life in Buckinghamshire, articulate aspeat$er socialist-humanist vision. Her
portrayal of workers on the land moves from arcafétion of national identity and
Englishness to a concern for the uneasy relatiprnstiween town and country and a
demonstration of personal social egalitarianisralestakes up work on the land. The
cohesive village community, linked in common pugpts the soil, now gravely
threatened by mechanization and changing valueskspo wider anxieties as nations
return to fierce self-interest and move Europeeaids a renewal of war.

In light of Leighton’s continuing deep concernlwihe negative aspects of
mechanization, especially those serving war, | wasuggest that her work reaches
beyond the urban and squirearchic fictions prespet the countryside and the realities
of rural life -- fictions and realities that servige abundant ruralist art and literature of
this period -- to articulate what she believed wasuthentic vision for sane living. She

seeks to reconnect humanity to the earth, the smfrsustenance and regeneration, of

which builds on the sociologist Bryan S. Turneniesw of nostalgia and alienation in “A
Note on Nostalgia,Theory, Culture and Societ (1987): 147-56.



physical, emotional, and spiritual health. Engagmdhen moving past deep-going
debates about national identity, tradition and noiden, ancient ways being trampled
down and new ones opening up in town and county sets out a basic doctrine for a
peaceful, communal existence that rises abovesssiugace, class, and national interest:
renewing an organic, symbiotic connection with natand tending to the land. The
prints show humankind productively engaged in waitk the living world, caring for

the earth and those on it with innate dignity,giihce, and purpose. She found
commonalities among rural folk no matter where tladypred, their “right” ways of life
providing a necessary corrective to the prevailingbre intense mechanization of
contemporary society.

Her prints visualize aspects of British back-te-tand idealists’ and reformers’
writings -- from Ruskin, William Morris, and the ®atwentieth-century Christian
Socialists to the interwar writers C. F. G. MastennF. R. Leavis, and H. J. Massingham
-- who advocated for the revitalization of an origasommunity rooted in the land to
counteract the social ills of modern, urban Englanidchanization had destroyed “an art
of life, a way of living, ordered and patterned rowing out of immemorial experience,
to the natural environment and the rhythm of thary2Although Leavis’s concern here
is more with reinvigorating a disappearing Englisitture, Leighton’s philosophy of
living reaches beyond territorial boundaries to eamb all workers of the soil. Nature’s

order, which was for her “something so eternaliytj’ could be located wherever the

°F. R. Leavis and Denys Thomps@ulture and Environment, The Training of Critical
Awarenesgfirst pub. 1933 (London: Chatto and Windus, 19642.



power of growth was visible, in England or Majortathe countryside or a small city
garden®

Leighton’s portrayal of English agricultural labemd its indigenous craft tradition
relates to wider ruralist interests and art in perand the United States during the 1930s.
Her celebration of workers on the land, which lergreates a continuum linking
England’s farming heritage to future revitalizatieontrasts in purpose to the images of
heroic country workers that served Soviet collastipropaganda. Political agendas that
promoted the interests of unchecked nationalisna@, such as the authoritarian
energies of Germany, with its powerful rhetoridotdod and soil, were at odds with her
deepest beliefs. Her concern for the ordinary rwalker is far removed from the elitist
Bundischeyouth and folk movements that connected nature) awlture, and nation,
aspects of which some English organicists admiretiacorporated into their proposals
for reviving their natiort* Mindful of the appropriation of the countryside fawlitical
purpose and the consequence of rampant nationdleighton stressed the catholic
nature of working in the soil in that Midwesterwtigre already quoted: “The growing of

things and the tilling of the earth is one of thestninternational ... unpolitical things we

19“The Philosophy of Gardening,” an address to #nat horticultural meeting in St.
Paul, MN, 1947, in Clare Leighto@Jare Leighton, The Growth and Shaping of an
Artist-Writer, comp. David Roland Leighton (Pewsey, WiltshirbeTEstate of Clare
Leighton, 2009), 71.

1 David Matlessl(andscape and Englishneds0-25) discusses European models to
which English organicists looked in their variedposals to revitalize England, which
drew on the authoritarian practice of Germany aaly.|



can possibly do? Like the American regionalist Grant Wood, Leightepicted an
idealized, "usable past" to fabricate a senseairgg during times of economic and
political fear and disordeHer dignified portrayal of the worker, concern sarcial and
economic inequity, and urgent desire to communiagté the whole public put her
close to the ideologies of Mexican and Americani&dgealist mural painters.

Despite her continuing preoccupation with tradiéibrural themes and the
negative effects of mechanization on contempoigylleighton’s formal means
confidently embrace aspects of modern art. Indeadjue that her engagement with
modern formalist developments is critical to arfatung her vision. Elements of the
modernist visual vocabulary come together in aowative, distinctive style
characterized by a rhythmic, vitalizing unity ofiies that are expressed through strong
contrasts of black and white, patterning, and #gation of perspectival space.
Empathetic, life-affirming visions of humanity imimony with the land it works and the
regenerative cycle of the seasons rise from amgakenergy and power implicit in the
underlying structure of her forms. The images dleoy peace, and permanence challenge
the fragmentation and rootlessness that manyd$etharacterizing modern life in an age
of disorder and violence. This synthesis of natsimaland abstraction moves her work
from a specificity of place and time towards a mgeaeral conveyance of humanity’'s
close relationship to the earth, in which her congeraries felt a vital, spiritual quality.
Remarkably, she kept firmly committed to her visaéond the formal means of expressing

it throughout her long career.

12| eighton,Clare Leighton, Growth and Shaping of an Artist-1af;i 71.



Review of Criticism and Scholarship on Leighton’©i/

Much of the commentary on and investigation of béap’s art concerns her
central role in reviving and developing wood engng\as a creative form during the
1920s and 1930s in Britain and her interest inrpgimg rural life in England and the
United States. The British-born Leighton, who settin the United States in 1939,
produced over 800 prints over a fifty-year cardwst of her graphic work was
commissioned to illustrate more than sixty-five k®anost of which pertain to country
life and the natural world -- fourteen by her ovand. lllustrating classic works by Emily
Bronté, Hardy, Thoreau, and Gilbert White, she glsee pictorial form to the themes of
such contemporaries as Thornton Wilder, Elizabetiddbx Roberts, and Elsie
Symington. She also brought out limited editionshafse prints independent of the books
in which they originally appeared, single-sheebtxrthat were sold separately.

Her wood engravings received critical acclaim wlsihe was alive, but since then
little art-historical inquiry on her work has appe@ much less study of her country-life
books as they relate to English cultural concaviest contemporary analytical
commentary on her prints came out in the late 182@sthe 1930s, the period with
which this dissertation is concerned. Commentarii@mearly work by the writer Hilaire
Belloc and the literary critic J. C. Squire centeom her employment of a new, powerful
yet still national form as well as her uncommonigbio portray the essential life of
humankind in all its vulnerable beauty and hardiyedReviewing her work up to the
mid-1930s, Martin Hardie, keeper of prints at thetdtia and Albert Museum, was

struck by her synthesis of traditional and modegthads, of nature and design, a quality



that the American etcher John Taylor Arms alscsstd in his foreword tbour Hedges
Her illustrated books on rural life, like otherstive genre, received brief, at times
perceptive, reviews, which most likely reflecteditifunction as a popular enterprise as
opposed to an aesthetic vision. Had she been aatedipainter and exhibitor, and
experimented with a more radical modernism, hekbaoight have received more in-
depth analysis, like her fellow wood engraver arelgainter Paul Nash, whose interest
in expressing the character of the English landsaajpnodernist idioms was closely
followed by the influential art and literary crititerbert Read.

Scholarship since her death has focused largetii@engravings that she printed
independent of the books for which they were comireed. Intended for exhibition and
sale, these join a group of prints commissioneg@rioyt clubs as well as a small number
created for her own purposes. No critical studagress her engravings, whether as
entities separate from the books or as relateldeimt nor have her books been examined
from a literary perspective. Publications on herkvange from a 1977 retrospective, a
short monograph and an exhibit assembled in England after her death in 1989, to
more recent articles on her vision of the Ameri€aith, and a fairly comprehensive
exhibition that opened in 2008. The majority ofdhdrave focused on her visual imagery
(making available reproductions of her work), hentcibutions to the field of wood
engraving as a female artist, and her life story.

William Dolan Fletcher’s slim catalogue for the Bars Public Library’s 1977
exhibition remains an invaluable basic referenoé faroviding a checklist of most of her

wood engravings, a few drawings and paintingsptieks that she illustrated and those

10



for which she was illustrator and writer, as welleabrief appreciatiofi.Patricia Jaffé’s
Women Engravergl988), which includes a discussion of Leightomtgk, is important
for its reintroduction of long-forgotten early twesth-century British women engraver-
book illustrators who pioneered the medium as ansiehexpression. In h&vood
Engravings of Clare Leightof1993), as in the earlier book, Jaffé sets oueé&stablish
the artist’s contributions to wood engravingreproducing numerous images and
offering a biographical essay; overall a feministgpective that emphasizes Leighton’s
gender and her long and unusual ability to supperself by her art. Beyond that, she
makes no effort to explore the artist’s social \8emn feminism, whether she participated
in feminist activities, or how her work could redab and reflect feminist issues and
doctrine.

A 1992 exhibition of works owned by the Ashmoleanddum was accompanied
by a small catalogue including brief appreciatibgghe artist's nephew David Roland
Leighton and museum curator Anne Stevens, throadditional light on Leighton’s life
and her commissions from publishing hou$&3are Leighton: The Growth and Shaping
of an Artist-Writer(2009), compiled by David Leighton, which bringgéther for the

first time her reminiscences and reflections onciteative process, her artistic

13 William Dolan FletcherClare Leighton, An Exhibition, American Sheaveglih
Seed Corr{Boston: Thomas Todd, 1977).

14 patricia Jafféy/Women Engraveré_ondon: Virago Press, 1988), 35-5he Wood
Engravings of Clare LeightofCambridge, England: Silent Books, 1992). Jaffiéséié
was a wood engraver.

15 Anne Stevens and David Leightd®lare Leighton: Wood Engravings and Drawings
(Oxford: Ashmolean Museum, 1992).
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development, gardening, and teaching of art, pes/idhluable insight into her entire
career?

Joanna SelborneBritish Wood-Engraved Book lllustration, 1904-1940Break
With Traditiondevotes a chapter, “Two Innovative lllustratordNature and Rural Life,”
to Leighton’s English works together with thoseAgines Parker Miller. Selborne’s
groundbreaking book remains the best study ofirtd ky virtue of its breadth and depth,
its detailed historical perspective, its copiolissirations, and the author’s acute attempts
to group and compare the two artists by stylistialgsis'’ In bringing together a
significant body of heretofore-unknown biographicegbrmation and a rather
comprehensive picture of the engravemsuvre Selborne establishes a broad and solid
base for future in-depth studies of individual g@ndups of artists as well as for critical
inquiries on the articulation of English culturdeas in pre-World War 11 book
illustration.

In the United States, several exhibitions and lagiand a doctoral dissertation
have appeared in recent years. My prior researdtemhton has focused on her
impressions of the American South as well as piagid general overview of her career

for the exhibition that opened in 2088n her American Studies doctoral dissertation

16 Clare Leighton: Growth and Shaping of an Artist-Wri(op.cit).

17 Joanna Selborn@&ritish Wood-Engraved Book lllustration, 1904-1940Break With
Tradition (London: British Library and Oak Knoll Press, 200374-82; see also
references to Leighton throughout the volume.

18 Caroline Hickman, “Clare Leighton and the AmeriGouth,”Duke University
Libraries 17 (Spring 2004): 8-13, an exhibit at Perkins Lrgra6 August - 24 October
2004; “Graphic Images and Agrarian Traditions: Bdy&/ootten, Clare Leighton, and
Southern Appalachia,” in Judy Larson, édraphic Arts and the Soutfrayetteville: U
of Arkansas P, 1991), 245-77; and “Clare Leightgxrsand Craft: Exploring her Rich

12



“Notations of the Heart: The Wood Engraving lllagtons of Clare Leighton, 1929-
1954,” Kathleen Rice proposes to give “a methodicklgstudy of the interplay of text
and image and the conveyance of meaning througtwithenedia” by placing the
illustrations in cultural, art historical, and thdist’s biographical contexté§ She
circumscribes her research by focusing on howrtleges comment on, contribute to, or
contradict the narratives. Of relevance to my ditssen, her Chapter Four, “Clare
Leighton and the English Pastoral,” attempts toaté Leighton’s books on the English
countryside within the larger pastoral traditiornaether they reflect the pastoral or
georgic, how the artist acts as a courtier in lotwal working of the land, and why her
work was acceptable to both conservative and liveealerships’ While some of her
interpretations of Leighton’s imagery are perceptivdiffer with many of her

conclusions and find her work frequently descriptand tangential to her arguments. Her
analysis only begins to probe the meaning of imreagktext and especially of their
interplay. Leighton not only delighted to convey heeaning in very subtle ways; she set
out to craft an imagery with multiple layers of iligation. Successfully to decode and
decipher these works requires an approach thorguygblnded in art history and more

than a cursory inquiry into the social, politicahd economic conditions of her time.

Legacy Through the Pratt Collection,” in Jonath&uh®nan, ed.Quiet Spirit, Skillful
Hand, The Graphic Work of Clare Leight@harlotte, NC: The Mint Museums of Art,
2008), 7-16.

19 Kathleen Rice, “Notations of the Heart: The WoatyEaving lllustrations of Clare
Leighton, 1929-1954,” (Ph.D. diss., University @xis, Austin, 1997), viii. Rice wrote
her dissertation for the Department of Americand&tst her undergraduate study was in
history.

20 |bid, 165-2109.
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Method of Approach, Interwar British Landscape Art
and Cultural Histories Models

Method of Approach

This investigation of Leighton’s portrayal of cdonlife, as it relates to culturally
framed conceptions of interwar rural England, peaisefrom the premise that her visual
and literary material must be analyzed togethehagarger artistic project for which
they were created. Because the text metaphoriadtlyesses concerns of the time,
separating the two has contributed to a signifit@sg of meaning. This relatively rare
opportunity to approach an artist’'s work by thisthoel is an exciting endeavor --
Leighton points to the historical precedents ofkBlaRossetti, and Edward Lear when
pondering her creative identity. For her, “all ¢creaforce [is] the same, [requiring]
discipline, sense of shape, knowledge, design ] [aledtification, whether it be in words
or in lines and colors?* However, this approach acknowledges possible itieguivhen
attempting to evaluate the creativity, content, ement of her work with that of other
artists and writers. My analysis depends in pard @omparison of illustrated books in
which the writer and artist are separate, and féérdint media, particularly that of book
illustration with landscape art. Although their apach necessarily differs from the
aesthetic interests of landscape painters, andwiees conscribed by interpreting others’

texts, illustrators were critically engaged witmgar themes and concerns regarding the

%L Clare Leighton, “Writer and Artist: The Experienaflllustrating One’s Own Book,”
typescript, n.d. (notes for “How | Made My Boolinerican Artist Feb. 1955, 40-45),
in the Clare Leighton Papers, owned by the Esta@@are Leighton, microfilmed by the
Archives of American Art, Smithsonian Institutioashington, DC.
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countryside and its relation to contemporary Emgéslture in interpreting the narratives
of writers on rural themes.

This dissertation draws on resources that othgyhiten researchers have little
consulted or not at all. While Joanna Selbornekeattileen Rice make limited use of
Leighton’s papers, and Selborne consults a feweaghton’s publishers’ archives|
have benefited from a number of archival resouncgseadily accessible at the time of
their research, including the records of sevetaopublishing houses that
commissioned her work, the papers of art and hyecdtics who reviewed her wood
engravings, and friends and associates who figorechinently in interwar literary and
political affairs?®* Recently published monographs on wood engravedsilustrated
rural life between the wars have also provided faélpomparative material, as have the

illustrated books themselvés.

22 Rice consulted a portion of Leighton’s personalgra that the Archives of American
Art, Smithsonian Institution, filmed in 1969. Sethe and Patricia Jaffé were given
access to additional material in the possessigheofamily in England, including
Leighton’s “Memoirs” and sketchbooks, which havé been available to American
scholars. However, David Leighton’s publicatioracdelection of Leighton’s writings
(Clare Leighton: The Growth and Shaping of an Af¥tter) in 2009 has made
available important unpublished material. Selbarsed the Macmillan Publishing
Archives at Reading University Library and paper¥iator Gollancz, Ltd.

23 These are listed in “Sources Consulted.”

4 These monographs tend not to provide a criticalyais of the art or its relationship to
cultural ideas, but are valuable for their biogiaphmaterial and the reproductions.
Those going beyond the typical monographic formeltide studies on Paul Nash and
Graham Sutherland, such as David Fraser JerRRand,Nash: The Elemen(sondon:
Scala, 2010); Jemima Montad®aul Nash: Modern Artist, Ancient Landscapendon:
Tate Gallery, 2003); Roger Cardinalte Landscape Vision of Paul Na$london:
Reaktion Books, 1989); and Martin Hamm@raham Sutherland: Landscapes, War
Scenes, Portraits, 1924-19%0Dondon: Scala, 2005).
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Art Historical Models

With little art-historical scholarship to constht specifically addresses itself to
illustrated books on rural life between the warg,methodology derives from the
investigations of art historians who have approdctealy twentieth-century British art
from a cultural perspective, particularly David &stCorbett’sSThe Modernity of English
Art, 1914-1930Ysanne Holt'British Artists and the Modernist Landscajpad the
essays collected ihhe Geographies of Englishnekandscape and the National Past,
1880-1940 edited by David Peters Corbett, Ysanne Holt, Gioda Russeff’ These
perspectives are in turn informed by the work afigloand cultural historians interested
in the relationship between nostalgia and the modad of national identity, as they
relate to rural England, perspectives on whictso araw.

Corbett considers post-World War | themes andtpesriin the context of
cultural reactions to modern life,” seeing Engleshof that period largely as a struggle
“to address the experience of a modern culturetiat@when such an ambition had
become in important ways unacceptabfetlis chapter “Nostalgia and Mourning” has
stimulated my thinking about Leighton’s approachh® past and to the modernity of her

day and her construction and uses of nostélgiaking as a point of departure the

25 Corbett, David Peters, Ysanne Holt, and Fiona 8Usd.The Geographies of
Englishness: Landscape and the National Past, 188M(New Haven & London: Yale
UP, 2002), papers delivered at the conference ‘iRldtig Englishness: English Art,
1880-1940,” University of York, 1997.

26 As it relates to the pre-war radical modernist groent, Corbetiylodernity of English
Art, 1.

27 |bid, 152-191.
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sociologist Bryan S. Turner’s discussion of nosgalind alienation, Corbett affirms
Turner’s view that nostalgia for a pre-modern psislosely connected with the modern,
applying this analysis to the culture of Englishadter the Great War. But whereas
Turner sees nostalgia as a reaction to moderratydtis as a negative force, Corbett
argues that after 1914 “it adapts rather than tejglce modern], and it takes on several
different forms.*® Of particular relevance to my study is Corbetiscdssion of C. R. W.
Nevinson’s and Edward Wadsworth’s renewed intaresiral and non-urban sites and
their attempts to negotiate modernism within a@spntational mode, as viewed in the
“romantic modernism” of 1920s critical discoufSe.

The exhibition cataloguehythms of Modern Life, British Prints, 1914-1939
which discusses the graphic work of the Vorticestd the Grosvenor School and the
formalist means by which they adapted Continentadi@nnism to new forms of
abstraction, provides a framework for assessinghten’s engagement with modernism
as she develops her stylistic means. Although thesgsts were primarily inspired by the
vitality of urban and industrial life, the catalagsection “Natural Forces” invites a
comparison between the wood-engraving techniquésighton and Sybil Andrews, of
the Grosvenor School, both artists working withaatt®wands of patterned shapes and

bold, repeating rhythmic lines to delineate fornd amass®

28 |bid, 156.

29 Corbett (Ibid, 186) finds them both “victims oftldestabilisation of modernism by the
war.”

30 Clifford S. Ackley, ed.Rhythms of Modern Life, British Prints, 1914-198®ston:
Museum of Fine Arts, 2008), exhibition catalogue.
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Over the past decade art historians have begexpiore developments in British
landscape painting during the interwar years aedctimplex relationship between
artists’ responses to modern life and a rural geeresely entwined with national,
cultural, and material conditions and concefnid/hether constructing an imagined past
as an emotional refuge against the anxieties ofemmlife or giving voice to a deep sense
of loss for native traditions being rendered obsoby modernity, landscape art
nevertheless in various degrees negotiated theisggmantithetical ideas of Englishness
and modernisni? The essays ifthe Geographies of Englishnesi§er abundant evidence
for this revisionist perspective. Shaped by theims of a number of social and cultural
historians, notably David Matless and Stephen Dgsntleey provide a critical framework
for my study, in their examination of nationality @& intersects with geography and
visual culture, providing for the first time a saisted examination of “the interaction of

modernization, landscape and national identitynglih art.” The volume comes closest

31 Frequently dismissing the landscape genre astincation of an increasingly
conservative tradition, art historians have focusstead on modernist developments
from the late nineteenth century through the 19B0particular the work of the pre-1914
avant-garde and the Bloomsbury Group. Major couatdts to the study of the avant-
garde include Richard CorkK¢rticism and its AlliegLondon: Arts Council of Great
Britain, 1974]), Paul Edward8last: Vorticism, 1914-191pAldershot, England:
Ashgate, 2000]), and William Weegdrticism and the English Avant-Garde
[Manchester: Manchester UP, 1972]). During the dasade, modernist studies have
built upon and offered revisionist perspectiveGirarles Harrison’s semingkhglish Art
and Modernism, 1900-1933976), whose arguments depend on a rigid oppostti the
terms and categories of art and cultural history.He Modernity of English A(B),
Corbett rejects Harrison’s and others’ polarizattbmodernism and other practices,
examining instead the issues of English moderniktheoperiod through “the ways in
which all artistic production is implicated withmodernity.” His insights proceed from
an examination of the relationship between modermispainting and the modernity of
English culture.

32 An ironic reversal for a country that initiateddalong led the Industrial Revolution.
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to analyzing issues in the visual arts that conédror were of concern to Leighton,
among them the search for a modern national igemétationships between Englishness
and modernization, and the rural and the urbanwéek explicitly bears out
Geographiesconclusion that “Englishness, ideas of nationhaad national identity are
especially important and influential” during thetgiyears leading up to World War3.
Taking a small group of artists who painted thed og imagined landscape from
the late nineteenth century to 1914, Ysanne H@8ltissh Artists and the Modernist
Landscapeconsiders the complexities of artists’ responeaaddern aesthetic
developments in the face of “wider national, cidtuand material conditions and
preoccupations,” particularly the already consiberandustry building up ruralist
culture. Like Holt, I approach the subject fromudtaral context, pose similar questions,
and find that some of her conclusions regarding &dian landscape art hold for the
interwar period. Holt contents that the landscapast be evaluated in terms not only for
what is present, but also for “the spaces in betwemncluding that the “particular
significance of these representations, much ofithe, lies precisely in that which is
unrepresented®® Given that these artists shaped the middle-cldsmnuart market's
perceptions and understanding of the country frloencity, she finds a crucial
commonality in their “determined avoidance of maderral conditions,” in itself a key
component of Leighton’s engravings of the countigsiandscape painting’s

“duplicitous” nature proceeds from “a manifest degor order and harmony” to

3 Corbett et alGeographies of Englishnessvii-xviii. Italy is a case in point, the Fascist
use of Futurist images to fuse a new ltalian idgmti sheer energy fascinating many
people around Europe.

34 Holt, British Artists and the Modernist LandscaSe
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counteract the “disordered and discordant expegi@fithe everyday> insights that
Leighton skillfully makes her own and unobtrusivetgdiates for her readers.

Sue Malvern’sModern Art, Britain and the Great Waparticularly the chapter
“Redeeming the War: ‘Englishness’ and Remembrangbith raises post-war
preoccupations with memory and remembrance andtheydraw on Christian notions
of “redemption, resurrection, and renewal,” progidemodel for my investigations into
Leighton’s responses to personal and communal @augiating to the Great Wi
Malvern argues that attempts to reconcile the isg@th portray pre-war England as “an
Edenic state of prelapsarian innocence,” the obiigao honor the dead with integrity,
and mounting doubts in an ever more disillusioneddvas to whether the means
justified the end became increasingly difficultidigrthe interwar year¥.Her analysis of
Paul Nash’s “evocative, elusive, and poetic” imggeith Stanley Spencer’s overt use of
Christian iconography helps frame Leighton’s apphot the dilemma of how to
remember the war iihe Farmer’s Yeamwhere she uses pastoral and Christian imagery,
and natural forms as metaphors for human life tdiate a vision of consoling
redemption and unreconcilable loss.

lan Jeffrey’sThe British Landscape, 1920-19%®bmprising an essay and a
wealth of reproductions that includes paintingglkoilustrations, and other commercial
enterprises, locates fundamental changes in thisd¢ape genre as the decades advance.

Arguing that whereas artists frequently responadettié nightmares of the Western Front

%% |bid, 2-3, 7.

3% Sue MalvernModern Art, Britain and the Great War: Witnessifigstimony, and
RemembrancéNew Haven and London: Yale UP, 2004), 151-77.

37 Ibid, 153.
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with visions of pastoral havens during the 19208s,’80s “increasingly featured [the
countryside] as an orderly, worked terrain of faand and quarry,” even as the pastoral
vision endured. Jeffrey finds a constant negotmbietween “pastoral and modernizing
tendencies, with pastoral usually in the ascendasmthe dominant leitmotif of these
decade$® He also observes that while this body of work ures the British landscape
tradition, it also operates against a backgrourdisfjuiet, of threats to be countered and
of fears to be allayed” -- anxieties fueled by toerific memories of war, the blight of
industrialization, and suburban encroachment orathéscapé® These tensions
contextualize Leighton’s rural perspectives as widike Farmer’s Yeabecomes a forum
for her to convey not only sustained horror anéfgat a world of past and impending
war, but also to bring attention to the once-tmginow-waning place of English

agriculture and its workef$.

38 Jan JeffreyThe British Landscape, 1920-198(®ndon: Thames and Hudson, 1984),
7. Jeffrey’s bringing together numerous exampldamdscape art in different media,
created for various purposes, offers a broadeppetive than most surveys of its nature.

39 Ibid. Jeffrey sees the “Neo-Romantic” paintershef 1940s as turning to the wilder
side of nature, which is gradually supplanted leyRealism of the 1950s. Catherine
Jolivette [andscape, Art and Identity in 1950s BritgBurlington, Vermont: Ashgate,
2009]) examines the ways in which the meaning d$aape representation changed
after World War I, arguing that the two dominacwnflicting visions of national culture
-- one rural and agrarian, the other focused orétiest developments in technology and
design -- created an unsustainable tension. Lapdsdaat were intended to subserve
nostalgia and propaganda came to embody anxietyafitiwnal, political, and regional
identity. The landscape invested with ideas cemgeon national identity can no longer
be sustained and is replaced by an internatiomdkegofor landscape art. She concludes
that the 1950s were a “defining phase in Britistiaaand political history during which
time the symbolic power of landscape art as an emfdf a unique and timeless national
identity began to fade.”

%0 eighton’sSowing: Aprilfrom The Farmer’s Yeais reproduced full-page opposite
Jeffrey’s Introduction, but he does not discusswenk.
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Cultural History Models

In addition to the art-historical scholarship thdivances a cultural model, my
approach derives from the sources that have infdimearticularly the work of cultural
geographers. David Matlesd’andscape and Englishnesgplores the tensions of
landscape and culture generated by the econonuial spolitical, and aesthetic forces
operating on the countrysid&Matless argues that landscape has been the sitgich
“English visions of the past, present, and futuaeenmet in debates over questions of
national identity, disputes over history, and ide#l citizenship and the body.” Apropos
the ongoing debate on “the cultural effects of liana, nostalgia, and a concern for
heritage” and the assumed alignment of nature, tcgumstory, and resistance to
advancing modernity, he finds instead a powerfsidrical connection between
landscape, Englishness and the modern. His argutimegird “vision of Englishness and
landscape as both modern and traditional, urbamamat] progressive and
preservationist, took shape around debates ovéditgiin the countryside, the
replanning of cities, and the cultures of leisumd aitizenship” informs my discussion of
Leighton’s actual experience and material shapfrtbecountryside in tandem with
preservationist activism. Matless’s constructioihaf organic movement as a “counter-
current” of Englishness, which set an organic sehsaral life against urbanism and

upheld traditional authority against progressivpezkse, has helped me conceptualize

“1 David Matlessl.andscape and Englishnesghose bibliography remains a valuable
resource. Stephen DanielBjdlds of Vision: Landscape Imagery and Nationaritity in
England and the United Statfrinceton: Princeton UP, 1993]), has also writtedely
on ideas of national identity and definitions ofglishness as they relate to the British
landscape, as has Martin WienEnglish Culture and the Decline of the Industrial
Spirit). Nicholas Pevsnershe Englishness of English AHarmondsworth: Penguin,
1964) remains a springboard for cultural and astelical debates on national identity.
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and frame Leighton’s vision of humanity’s renewedection with the earth, for her the
source of physical and emotional health.

Many economic, social, political, cultural, anckfary historians have investigated
the English countryside between the wars, largeijnfthe perspective of a period
burdened by sustained agricultural depression, cadifroation of the land, and other
deracinating forces of modern life. Recent revigbarguments brought together by Paul
Brassley, Jeremy Burchardt, and Lynne Thompsonresige this vision of rural decline
by bringing into the argument the regeneratingatéfef urban dwellers who sought out
the countryside for leisure, of increased standafdising, and the positive effects of
modernizatior’? A combination of these traditional and revisiomigerpretations of
what the impact of modernization was doing to thentryside shapes a wide lens
through which to evaluate Leighton’s perspectivardisulated in her narrative, which
generally portrays the “dark” side of modernity.r&uwriters, a powerful force in
establishing the image of the English countrysidend) the interwar years, were crucial
in forming Leighton’s knowledge and perceptionshef countryside. Glen Cavaliero’s
The Rural Tradition in the English Novel, 1900-19&8ich examines both fiction and
documentary literature, provides a framework teasd eighton’s approach to dominant

themes and issues by which country life was evatudthese include the theme of town

“2 This revisionist approach coalesces in Paul Begsskeremy Burchardt, and Lynne
Thompson, edThe English Countryside between the Wars, Regeaerat Decline?
(Woodbridge, Suffolk: Boydell Press, 2006). Althbuhe papers are schematized into
four categories: society, culture, politics, andreamics, the organization belies the
diverse interests and perspectives of its contiisuds well as that of the membership of
the Interwar Rural History Research Group, whicls feamed in 2000. Its bibliography
brings together a wide range of primary and secgnslaurces. See also Jeremy
Burchardt,Paradise Lost: Rural Idyll and Social Change 1&81B0 (London and New
York: I. B. Tauris), 2002; and Alun Howkinghe Death of Rural England: A Social
History of the Countryside Since 19Q®ndon and New York: Routledge, 2003).
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and country, changing social hierarchy, and idedliar popular romantic attitudes versus
authentic visions of the countryside and rural etygias well as the rural experience as a

medium for personal investigations, reflection, aetl-discovery*>

Overview of Chapters

| address Leighton’s three English country-life@ks in individual chapters, in the
order in which they were published during the 193@sclarity and to honor their artistic
integrity. Crucially, each articulates specificries relevant to her changing relationship
to and perspective on the countryside, and resendthk larger cultural issues. All the
books fulfill an essential criterion for the getmgevoking nostalgia for traditional ways
that were rapidly disappearing; each reflects asgaonds to changing communal and
personal concerns. Apropos her steady preoccupattbrthe miseries of war, the
landscape ofhe Farmer’s Yeaserves as a site in which to lament the Great Waite
mounting anxieties of another conflagration asdbeade wears on become a leitmaotif in
Country MattersMoreover, the city-raised Leighton’s perspectwel interests change
as she develops a close attachment to the landsapelople during the 1930s and
evolves as a thinker and an artist. Common politigavs with a new publisher give her
an increased freedom to set her socialist ideolathyin the context of the countryside.

As aresult, a personal experience of nature angkssof social class and community

3 Glen CavalieroThe Rural Tradition in the English Novel, 1900-1438towa, NJ:
Rowman and Littlefield, 1977), which includes aregentative list of works. Most of the
books that Cavaliero considers lack illustrations.
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supplant an earlier vision in which the landscapeosely bound to ideas of national
identity.

Chapter One examines her formative years as e @uring the 1920s and early
1930s, as she begins to give form to her deepesgnge of the English countryside in
wood engraving, its innovative formal means drawonghaturalism and abstraction. My
main arguments focus on her work’s appeal to acospactrum of political, cultural, and
commercial interests, and her finding by the enthefdecade a singular means of
articulating her vision. | discuss her early consiaas to illustrate books on rural life,
including that of Thomas Hardy, whose close podfay the land’s varying moods she
intuitively interprets. | analyze the critical resyses of the prominent literary figures
Hilaire Belloc and J. C. Squire to her early cowitfie prints and identify several crucial
factors that shape her professional life and waeldyincluding a family milieu that
centralizes literature and the arts, adheres togressive view of British imperialism
and a romanticization of war. The loss of a gemanatf England’s young men during
the Great War, above all of her twenty-year-olceelokother Roland, once and for all
brings to an end to these late-Victorian-Edwardi@nsibilities.

Beginning in 1925, her professional and persaglationship with the radical
socialist journalist Noel Brailsford significantiffects her political and social views,
while his publishing her country-life prints in thedependent Labour Party’s organ, the
New Leadergives her work the exposure necessary to futtbecareer. | argue that her
prints of rural life well accommodate journals wiiverse political and literary aims as
well as official propaganda that promoted agria@tand the countryside to the urban

population. Crucial to her understanding of thentoside, her and Brailsford’s purchase
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in the early 1930s of a small parcel of land irmfBuckinghamshire gives Leighton first-
hand access to traditional farming methods, craftstoms, and hands-on experience in
working the soil.

Chapter Two analyzekhe Farmer’s Year: An Annotated Calendar of English
Husbandry(1933), the first book that Leighton wrote andslirated with wood
engravings? Its folio size and format with full-page printsferfs a powerful vision of
agricultural labor that remains the touchstonehfarwood-engraved work.
Commissioned by Collins and Longmans, Green, batlittonalist, long-established
publishers of country-life literature, the bookléal's the calendar, devoting a chapter and
engravings to each month. | argue that the priotggy idealized agricultural workers as
embodiments of national pride and sturdy enduranaeically during a period of
significant rural decline and the depth of the G2epression’s weight on all economies.
Plowman, sower, and reaper command the cultivatedsicape over the course of the
seasons. But Leighton also visually contrasts thi#ag productive figures and the gently
rolling landscape with the young English victimgtloé Great War, their mutilations
signified by severely pollarded trees. Moreoveg, year begins with a promise of
redemption for those who had sacrificed their lif@stheir country, brutally unfulfilled
as the year ends with a vision of impending slaeighder means of establishing and
supporting a mythic image of a still-vibrant rueaigland while speaking to the realities
of modern life, in particular mechanization’s pow@maim and destroy, and her

exploration of complex issues of a love of courthrgt does not have to issue as

* Her children’s bookThe Musical BoxGollancz Ltd., 1932), which came out a year
beforeThe Farmer’s Years illustrated with drawings.
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unqguestioning patriotism, form my discussion ofstenonumental engravings, images
that forcefully command the narrative as in no otifeher books.

Chapter Three examin€sur Hedges: A Gardener’s Yeét935), which
chronicles Leighton’s impartial observation of ardotional responses to nature
resulting from her direct contact with the landeTéngravings and narrative of this most
personally oriented of her English country-life ke@ddress each month as doke
Farmer’s Yeay but from the perspective of her and Brailsforatsual attempts to
cultivate the soil, here the inhospitable chalkhaf windswept Chiltern Hills.

| argue that the radical socialist and publishetdf Gollancz’s commissioning
Four Hedgesallows Leighton to freely address issues clodgetoown social and
political views in the engravings and narrativeb@erting ideas of the divisions between
classes and between city and country, disregaaegently prevailing ideas of position
and quality, celebrating the ordinary, she portfasalsford and herself -- city dwellers
who become cultivators and caretakers of the laadd their hired country folk laboring
together as well as an egalitarian response tceflew@nd weeds in garden and field. The
chapter also explores the apparent dichotomy betwermghton’s record of the passing of
traditional rural life and her efforts to proteceas surrounding heritage sites of antiquity
from development while bringing modern architectunte the countryside, when she
commissions a studio at Four Hedges. | contendhieadbook mediates nostalgia for
traditional ways and a modernist aesthetic -- segiyiconflicting approaches to the land
-- in a search for continuity and order betweer pad present.

Chapter Four asses¥esuntry Matterg1937), a portrait of Buckingham village

life in which Leighton most fully articulates hev@alist concerns and anxieties about the
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coming war. Commissioned by Gollancz just as Bi@itswas writing his most fiercely
collectivist works, Leighton addresses the uneattionship of town and country as
they pertain to social division, contrasting thedyarural worker who lives off the land
with those for whom the countryside is but an omoesd pleasurable pastime. | argue
that her portrayal of one of society’s most martipeal and reviled members, the tramp,
with his anti-capitalist cast of spirit, is ground@ her socialist sensibilities. As in the
earlier books, she conveys a deep nostalgia faraglagional rural crafts, trades, and
gatherings -- components of a well-knit societthat are being eroded by the rapid
commodification of the countryside. However, | camd thatCountry Mattersits
narrative increasingly elegiac and pessimisticasgared td'he Farmer’s Yeaand
Four Hedgesalso speaks to fears about the fracturing ofarger community of
Europe, as the forces of Nazism and totalitariarbsar down.

Chapter Five, an Epilogue, further evaluates haowmiof English country life, her
worldview, and the means by which she sought tainl# wide-based viewership by
examining a small group of engravings that shetedceahile working on the subjects of
this study, yet not commissioned by publishers. iWag her English oeuvre passes over
the “dark” side of rural living and modern urbafe li- in particular human suffering and
the grinding poverty that the Depression only istBed -- the American scenes
Breadline(1932) andGathering Firewood1936) starkly portray the dehumanizing
effects of mechanization on society and the miséitire poorest of the poor. Prints
published in the radicdleft Reviewand the conservativgastenerdemonstrate her skill in
conveying her socialist-humanitarian vision withttbeubtleness and power. In contrast, |

argue thawinnowersMajorca (1937), which portrays peasants utilizing the most
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rudimentary of tools, most fully articulates hesien of humanity working in close
harmony with the land. Far removed from the myo&dultural concerns pressed on the
English countryside, the primal landscape of thelitéeranean inspires a coalescing of
her vision with her organic formal means.

Coming at a time of unprecedented change to thetogside and escalating
economic and political world disaster, Leightonisfs portray an ordered and stable
English landscape that well served the expectatbpsiblishers and a readership
invested in the rural life genre. Yet she also tburays to articulate such private
concerns as the passing of rural ways of life &wedutility and brutality of war. These
and her socially progressive viewpoint were groanidener belief in the importance of
people’s productive engagement with the earth. hteigjs sustained, creatively singular
vision, which fused a sense of the world of “ordyigeople’s work and the larger world
of nature, reveals the point at which her sengybdind her modernist means of

expression became most closely aligned.
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CHAPTER ONE

SHAPING A VISION OF THE COUNTRYSIDE

Leighton’s vision of the English countryside tdokm in the 1920s, when she
began engraving rural subjects for exhibition anbdligation and illustrating books on
country life. This chapter explores key factord telped shape and direct that vision,
including her family’s pre-1914 imperialist, progsgve sense of history and the war’s
defacement of that view, and her increasing comsmitrnto aspects of left-wing ideology
after she and the socialist journalist Noel Braildfestablished a professional and
personal relationship in the mid-1920s. | discussttaining in wood engraving and book
illustration at London’s Central School of Arts a@dhafts, the center for the revival of
wood engraving, and her development of a formalna¢hat synthesized naturalism and
abstraction. The remainder of the chapter analysesarly journal and book illustration
commissions and the early critical response teehgravings. Reviewers singled out her
work for its sincere, unsentimental portrayal ofsaay rural people, adherence to
traditional aesthetic models that diverged fromrbabstraction, and her key role in
revitalizing what was seen as the distinctly nadlart of wood engraving.

The chapter’s two major arguments concern her \s@jpeal to a broad
spectrum of political, cultural, and commerciakir@sts, and her finding by the end of the

decade a singular means to articulate her visioadthentic living. Appearing at a



moment when Britons with differing outlooks and adas made substantial claims on
the countryside, Leighton’s engravings met the se#dhose unsettled by modernity and
the war and looking nostalgically to the rural, ®as the left celebrated rural workers
with an eye to incorporating them into nationalifpcd. Her work appeared concurrently
in such diverse journals as tNew LeadertheForum and thd_.ondon Mercuryand
served governmental propaganda promoting homeudiynial products. Her forthright,
emotive portrayal of country people also found fawdh publishers issuing new editions
of classic and contemporary rural fiction. Althouglbst reviewers affirmed her work for
its adherence to tradition, the chapter argueshiphétte end of this early period, Leighton
embraced aspects of the language of modern arthwias critical to articulating her
vision of people deeply engaged in peaceful, prodeicnanual labor, her rebuttal of the

carnage to war and the chaos of modern life.

Early Life, Art and Engraving Training, Early Prént

Family Milieu

Key factors that shaped Leighton’s artistic andgssional interests and
worldview include her family’s long association withe book industry, her elder
brother’s death in World War 1, and her extendedilgs conflicting views on social
mores and consciousness. Leighton grew up in & likerary and artistic household in
St. John’s Wood, London, the only daughter of tbpuytar commercial fiction writers

Marie Connor (c.1865-1941) and Robert Leighton @&934). Her father, who as a
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young man had followed generations of family membeithe arts of book design,
binding, and printing, was literary editor of thery Daily Mail, the mass-market organ
of Alfred Harmsworth (later Lord Northcliffe), whe@lare was born. His long
association with the London literary and publishingylds facilitated Clare’s entry into
book illustration* Marie Leighton’s melodramatic mystery serials appe in
Northcliffe’s papers, while Robert entertained agration of adventure-seeking boys
with British historical fiction and tales of the Wiwest. Northcliffe, W. B. Yeats, G. K.
Chesterton, and George Meredith, as well as teeMattorian authors George Alfred
Henty and William Gordon Stables were frequenttorsito the family’s house, which
Marie had romantically named Vallombrdsa.

Clare’s memoir of her mothefempestuous Petticoat, the Life of an Invincible
Edwardian(1947), recounts the pre-World War | world of anamtic, war-idealizing
writer of fiction, and the war’s abrupt upheavaklodt disposition. From it argloy of My
Heart, Marie’s memorial to her eldest son Roland, wHbdarly in the war, emerge
additional insights into Leighton’s formative intgtual and cultural interests and
worldview2 While the Leighton household seems to have posdesfree-flying

Bohemian spirit, Marie enforced the old social ong@h an iron hand, drawing a strict

! See William H. P. Crewdson, “Robert LeightoAyitiquarian Book Monthl20 (Oct.
1993): 18-24 for an account of Leighton’s life aradeer, which includes a checklist of
first editions of his books. His literary interestemmed in part from his father, the
Dundee-born Robert Leighton (1822-1869), a seedima@t’'s agent whose romantic
nature poetry was posthumously collecte®euben(1875) andRecordg1880).

2 Clare LeightonTempestuous Petticoat, the Life of an Invinciblev&dlian (New York:
Rinehart, 1947), 24, 41, 48, 201-02.

? Ibid; [Marie Flora Barbara Connor Leightopy of My Hear{London: Hodder &
Stoughton, 1916), which Marie published anonymausly
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line between herself and Robert (as master andasssand as the adults) on the one
hand, the children (emphatically to be seen, natdje and the servants (including
children’s nurse, cook, parlourmaid, housemaid gundrse, and kitchenmaid).
Complicating this order was Marie’s indispensil@eretary, whose “good breeding” yet
subordinate standing as an employee raised “sabtigplications of shades of social
difference ...[that] made life very difficult for us the nursery*

Robert’s brother Jack, a liberal intellectual whd hrtistic amateurs on sketching
trips to Italy and Switzerland, and their sisterabg a feisty socialist who, like her sister-
in-law, ran off romances to order for several wgeldwspapers, offset this rigid
upbringing. Childhood visits to “The Meadow,” Sasabottage near Swallowfield in
Berkshire, introduced Clare to alternate ways shainned class distinctions, stressing
“the innate dignity of the human being.” The cottagack of a garden gate (ordinarily
ubiquitous in England), which let the lane mergeanteptibly into the garden, was a
visible symbol of the family’s openness to visitofdifferent classes. This
egalitarianism stemmed in part from Clare’s pategnandparents, who had returned
from a visit to America “fired with excitement ovidre New World, and the brotherhood
of man.” Clare later characterized the unobstructdthge path as that family’s “clarion
call to earth brotherhood,” contrasting the cultarepresented with her mother’s “high
walls and a solid garden gate” in St. John’s Wdod.

Catastrophe struck the Leightons early in World Warhen Clare was

seventeen. Her older brother Roland, their motHexerite and a promising poet who

* Leighton, Tempestuous Petticqdi6, 180.

% Ibid., 130-36.
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delayed going up to Oxford in order to enlist, \sast to the front in March 1915, only to
be cut down by a sniper at Hebuterne, France, ddez2mber 1915, two days before he
was due for leave to visit his family and his fiaegcthe young writer Vera Brittain. He
died the following day, several months short oftlienty-first birthday, and was buried
in the military cemetery at Louvencourt. A few weelfter Roland’s death, Brittain
visited the Leightons at Keymer, near Brighton, wehihey had sought refuge from the
Zeppelin raids that were terrorizing their Lowestelsidence overlooking the North Sea
as well as London. Arriving as they were unpacludand’s effects from the front, she
found Marie and Clare “crying as bitterly as on tlag we heard of His death.” His mud-
caked clothing reminded her of “not the usual clpare smell of earth,” but the putrid
smell of the trenches ... the horror of war withdstglory.” Unable to bear the sight and
stench of the clothing, Marie ordered her husbamngigpose of them, as they “smell of
Death; they are not Roland, they seem to detrant fiis memory & spoil his glamouf.”
Clare helped her father bury the bloodstained thgicarrying two heavy kettles of
boiling water into their cottage garden to thawfiiezen eartH.Official British policy,
established early in the war, prohibited the exhionaof the dead and their reburial at

home. The interment of Roland’s clothing and theifgs repeated listening to a

® Vera Brittain’s full account of this incident agps in a letter to her brother Edward
Brittain, 14 January 1916, quotedLetters from a Lost Generatipad. Alan Bishop and
Mark Bostridge(Boston: Northeastern University Press, 1998), 220Brittain (1893-
1970), whose brother was killed in action a few therater, wrote of her experiences in
Testament of Youfthondon: Gollancz, 1933), which was adapted f&Bs Masterpiece
Theater series in 1979.

" Clare Leighton, preface to Vera Brittalhronicle of Youth, The War Diary 1913-
1917 ed. Alan Bishop (New York: William Morrow, 1982)11

34



recording of “Morning Hymn” appear to have servedrsstinctive, unplanned rites of
grief, woeful substitutes for a funeral and a layin English eartf.

Clare had been born into an era of Edwardian optiathievement that
undergirded her parents’ extravert world of comnafection. Building on substantially
justifying experience, Robert’s colorful adventtaes for boys helped kindle a confident
outlook in young empire-builders, preparing Rolangéneration to shape world histdry.
Marie romantically envisioned her son “out in Franamong the guns ... a Knight of the
Round Table ... an inheritor of all the glories o thorld.™° Having “taught him what
patriotism means,” she publically maintained thil@ok after his death: he “willingly
and even joyously gave up his life and all itslianiit promise for the sake of his
country.™ Clare’s preface to a collection of Vera Brittaiwartime letters written sixty-
five years after Roland’s death recalls how thaneshattered her confident outlook on
life. Believing that he could not be killed, for tias “destined to do wonderful things in

life,” “something of faith in life snapped insideefrwhen the telegram came the day after

8 Brittain (Chronicle of Youth301-04) relates their listening to George Henkslseng;
for Marie Leighton Boy of My Heart198-99), the music evoked an image of a fallen
Roland on the battlefield surrounded by the redaegright of the Archangel Michael.
Clare referred to the song again shortly aftert&irts brother Edward was killed: “I love
to think of our Archangel Michael singing the MargiHymn even if it isn’t true; one
can't prove that He isn’t & somehow | feel that Mest be — somewhere or other, with
Roland & Victor. It will make the Morning Hymn trgbsacred now.” Clare Leighton to
Vera Brittain, 23 June 1918, Vera Brittain Archivée William Ready Division of
Archives and Research Collections, McMaster Uniwetsbrary, Hamilton, Ontario.

® Robert Leighton’8Vith Nelson in Command905),The Thirsty Sworg1892),0laf the
Glorious (1894) all speak to the ideals of valor, fortitwed®l an inevitable, however
hard-won victory.

19 eighton, Tempestuous Petticqa45.

1 Marie LeightonBoy of My Heart41-42.
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Christmas. Reading Brittain’s diary left her “asamnally destroyed as though my
brother’s death had happened but a short whileregfthe impression of his “blood-
stained and bullet-riddled” tunic remained “deed &arden[ed] over the years, never to
be softened and erased by tinf&.”

Clare’s wartime art seems to reflect her sobetipas grim outlook. A sepia and
pencil sketch of Roland for the dust jackeBaoly of My Hear{fig. 1.1) indicates none of
her mother’s fantasist ideas about war; rather psingays a vital young man in his
officer’s uniform, a forthright likeness and chaexcstudy. Many of her “Ideas for
Pictures,” a series of detailed, un-illustratedgiemotes that date from the war years,
bear morose titles: “Death in the Spring,” “PartatgMorning,” “Heaven In Hell,” “The
Call of Blood” and probably articulate her wartitegrors and anxieties. “Path of Life,”
“The Faith,” and “The Atheist's Prayer” show a ygumoman questioning her beliefs.
Living through a period marked by the wholesalgmesion of a generation of young
men, Leighton spent the rest of her life tryingtme to terms with the horror and
futility of war, even leaving England for America@hristmastime 1938, fearful that
Europe would soon be locked in war. Unlike her eamgorary the German expressionist
Kathe Kollwitz, who dedicated a similarly long car¢o a visceral depiction of the

agonies of war and the human condittdheighton directed her creative energies into

12 eighton, preface to BrittaitGhronicle of Youth11-12.

13 «|deas for Pictures,” 1914, Clare Leighton Pap¥iexa Brittain substantiated
Leighton’s emotional state in her diary: “From wars remarks dropped by the family |
gathered that her mind is at present largely oezlipy religious doubts & difficulties
both imaginary and real,” Entry for 22 August 19bBrittain, Chronicle of Youth249-
50.

14 Kollwitz (1867-1945) lost a son in World War | aadyrandson in World War 1.
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affirming the productive, life-giving activities ofiral people and communicating her

vision for the peaceful coexistence of mankind.

Art and Wood Engraving Training

Both Leighton’s father and his brother Jack wetesigrand encouraged her early
interest and talent in drawing; a pastel crayodystf “Uncle Jack” (1916, fig. 1.2)
demonstrates her ability to catch both physicarnéss and character. Other titles in the
series “ldeas for Pictures” (1914) show her aspingtto paint complicated subjects as
well as her facility for descriptive writing. Unkkthe scholastic opportunities afforded
her brothers, Leighton had little formal schoolinga completely ignorant ... woolly old
lady” governess in her early childhood taught thigdeen piano and dance; there
followed a brief sojourn at a dame school, whee="sttandard of scholarship was
grotesquely low.” But she read widely on her owal&speare’s tragedies, Dryden,
Shelley, and Keats, while her mother “moved abbeatttouse quoting Swinburne and
Bryon and the lyrics of Henley®Her “Ideas for Pictures” demonstrate a wide
knowledge of literature, art, and music and retea@linterior drama of a highly

imaginative adolescent fixated on romantic relafips*® The theme of loss dominates

15 According to Leighton, her mother disapprovedasfifal education for women, and
following the custom of the day, sent only the hd¥sland and his brother, Evelyn, to
schools that would prepare them for university distinguished careers; Leighton,
Tempestuous Petticqdt82-85, 190, 193-94, 199-200.

16 «|deas for Pictures, 1914, Clare Leighton Pap#ris. not known if she actually gave
drawing or painting expression to any of these woctures.
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“The Last Dance Together” and “Deserted;” in “Thal&” Leighton focuses not on the
Expulsion, but on the distraught Adam and Eve ayg #re “driven out of Eden in the
darkness — sense of loneliness & fear of the unkribwhe whole body of jottings shows
a keen awareness of the possibilities of landsoape interior setting to convey the
emotional states of her subjects.

Leighton studied at the Brighton School of Art @15, while she and her family
lived at Keymer. Her teacher, a pupil of Walterksit who had exhibited at the leading
London galleries, introduced her to the possib#itof creating light-filled canvases with
an Impressionist palette; black, “a denial of lijhtas not allowed’ This approach soon
changed, for during the early 1920s, Leighton tdakses at the Slade, the art school of
University College, London, where she studied undiemry Tonks, considered to be the
most renowned and formidable drawing teacher ofigeratiort® Tonks’s training in
anatomical drawing formed the basis of his appr@achn artist and teacher. He adhered
to the constant study of the life model, which whees Slade’s founding and continuing
credo® This approach undergirded Leighton’s own practitatrine in depicting the

natural world.

17 Leighton,Clare Leighton Growth and Shaping of an Artist-Write8. She does not
name the teacher.

18 As her fellow wood engraver Paul Nash later pufflionks was the Slade and the
Slade was Tonks.” Paul Nagbutline, an Autobiographgl.ondon: Faber and Faber,
1949), 89 quoted in Harrisorgnglish Art and Modernisp850.

9 Tonks was a qualified surgeon before he begamitegat the Slade. Clive Belrt

(London: Chatto & Windus, 1914), 253, quoted in fiikam, English Art and Modernism
22.
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Needing to earn her own way, she began illustragorge of her father’s Wild
West stories and realized she knew nothing abotkingin black and white for printing
purposes. Leaving the rarified atmosphere of the&P she enrolled in 1922 in Noel
Rooke’s wood engraving and book illustration classethe Central School of Arts and
Crafts in Londorf;" a center for the revival of those activities. $lad inherited an
interest in the art of the book from her fathema#l as from her Leighton ancestors. The
early-nineteenth-century Scottish bookbinder, Abald Leighton (1784-1841) working
in London, introduced stamped calico (cloth) aslasstute for the increasingly
expensive leather; this cheap material was ragidbpted by other bookbinders in
England and abroad.Archibald Leighton’s great-nephew John Leighto822-?) was a
talented designer, known for his contributionshie British gift-book trade of the 1850s
and '60s, whose covers and title pages show andbngthool preference for ornament
and symbol over pictorial desigfs.

The curriculum at the Central School, which wassidered one of the most

progressive European art schools of its time, séigesvood engraving as a creative art.

20 Leighton relates that she and her fellow studdressed like “figures from the world
of Piero della Francesca;” Leightddlare Leighton Growth and Shaping of an Artist-
Writer, 8-9.

2L«Chronology of Clare Leighton,” in Stevens anddtgion,Clare Leighton 6, lists the
dates of her art studies.

22 My thanks to David Leighton for bringing this L&ipn ancestor to my attention;
David Leighton to the author, 27 Apr. 2008, Em®il. J. E. CraneBookbinding for
AmateurgLondon: L. Upcott Gill, 1903), 5, cites Archibal@ighton as being credited
with inventing book cloth.

23 Andrea Reithmayr, “Beauty for Commerce: PublishBisdings, 1830-1910,” online

exhibit based on the physical exhibit, 25 MarchtigA2002 Rare Books and Special
Collections, Rush Rees Library, University of Retéie NY Web, 4 Mar. 2007.
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During the second half of the nineteenth centurg,medium had been the primary
instrument for quickly executed reproductions dfestworks for illustration, and the
designer and engraver were often separate; byataaineteenth century, the
photographic process had reduced wood engravingetihanical imitation. The Arts and
Crafts Movement reinvigorated it as an expressearnique while renewing interest in
the art of the book as a well-designed, capablytgd, illustrated, and bound entity.
Wood engraving has a natural affinity with bookisiiration, for both being in relief, type
and image can be printed at the same time. Prprateses such as William Morris’s
Kelmscott and Robert Gibbings’ Golden Cockerele(ktter commissioning illustrations
from many of Leighton’s fellow wood engravers digrihe 1920s) set new standards for
the medium. Moreover, the movement elevated thigsanan to the level of the artist’s,
and personal workmanship, and high levels of skiiferials and tools became centfal.
Noel Rooke, head of the Department of Book Produdcdt the Central School,
wanted to raise the standing of autographic woaptaanng to that of “an independent
and teachable graphic medium,” stressing, moretherintegral relationship between
illustration and book, in the belief that “weightlme, tone, and harmony with areas of
lettering and of blank paper” could best be achddwe wood engraving. He encouraged
his students to work as commercial illustratorgreteaching them to print their
illustrations on modern power-driven platen presseshey could understand automatic

inking and other processes; he would later makeiagb@ention of his pupils Leighton,

24 For a detailed discussion and a bibliography efitlvod-engraving revival in Britain,
see Selborndritish Wood-Engraved Book Illustration
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Robert Gibbings, and John Farleigh regarding thising?® This instruction developed
Leighton’s skill with commercial presses; only orte she illustrate for a private
press?®

Rooke, who began teaching creative wood engrasranandependent subject in
1920, also taught his students to experiment withite line” technique, in which the
design is formed by the spaces that the artistesanto the block, a method Leighton
found more natural and direct than the contrastatack line,” in which the design is
created by the areas that remdifiWhite line” was a hallmark of the late eighteenth
century engraver Thomas Bewick, the “father” of Esfgwood engraving, who used it to
illustrate books on natural history. His recourséhis method, by which he achieved
subtlety and sharpness, and his combination @rattcraftsmanship were all models for

Leighton and her fellow wood engravers.

Leighton’s Wood Engraving Process

While a student of Rooke’s, Leighton began to dawel characteristic approach

to engraving marked by a synthesis of drawing aasigsh and strong patterns of white

and black. The actual process of wood engravingfaraseighton not just a technique,

25 |bid., 57.

%® The books’ wood-engraved illustrations were maglelbctrotype, the most commonly
used method of reproducing engravings commerdiadiy the mid-1850s to Leighton’s
time. This process creates an exact duplicateeointlage; a wax mould is taken of the
block and a copper skin electrolyzed over it tarfdhe face of the plate.

27 Clare LeightonWood-Engraving and Woodcutdow To Do It, Ser. 2 (London and
New York: Studio, 1932), 7.
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but a spiritual act in which the artist createdtifom the dark mass of the block. As she
described it, the process was “almost a Biblicalifg that you’re making light — a sort

of Genesis® (fig. 1.3). A keen and sensitive observer of tagural world, Leighton

drew heavily upon nature to create her designs.ni&ster etcher John Taylor Arms
observed that this, combined with her “powerful bubbtle draftsmanship” and sense of
design, particularly suited her to engrave on wood.

Her working method involved quickly executing sealgareliminary sketches and
pencil notations onsite to grasp the subject'sragddorm; then she would make studies
of individual details of the scene. Sketches dkader crabapple bough in bloom as well
as of fledglings used for the engraviBigckbird on Nesand other bird prints ikour
Hedgeq1935, figs. 1.4-6) display botanical accuracy erdeptional ability to express
in a few lines the newborn birds’ utter vulnerdlilind dependency on their parents. A
comparison of her initial conceptual sketches whinfinal drawings used for the
engravings shows that she usually grasped theedesimpositional effects from the
start®® While occasionally relying on photographs to makee she had drawn a

particular object with accurady,she seems to have rarely used the camera to reeprd

28 Conversation between Clare Leighton and JoanrzoBe, 25 Aug. 1983, quoted in
SelborneBritish Wood-Engraved Book lllustratipB76.

29 John Taylor Arms, introduction ®our Hedges: A Gardener’s Chronicley Clare
Leighton (New York: Macmillan, 1935), n. pag.

%0 The drawings are in the Pratt Collection, The Mihtseums of Art, Charlotte, NC.
31 Annotations in a signed copy of Hardysnder the Greenwootiree (New York:

Macmillan, 1940), which Leighton illustrated withxty-two engravings, include a note
to “look up a photograph of Alf's cart” for the tral designing ofThe Birdcage
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observations from life, and then only as aids todrewings;*? she never used it to
transfer her designs to the bloti_eighton then drew or traced the final design on a
woodblock, usually of box, which she first thinlgated with Chinese white, and set
about engraving® The charcoal and gouache drawing, a proof, arehgraving for
“Dare to Call the Flowers My Own” (figs. 1.7-9), dlustration for Elsie Symington’'By
Light of Sun(1941), show the process lying behind the evatutibher engraving® She
either drew the compositions in reverse from thgy beginning, so that the print itself
reflected her original intent, or used a mirrorLiighton’s words, “unlike most
engravers,” she made trial proofs from the vergeutseeking to be “controlled by the

186

wood itself.”” She worked on the proofs with white paint unttisfeed with the tonal

contrasts.

32 The one published instance comes from an entaydiary she kept while in a
Canadian lumber camp in 1931. While observing dlagling process, she “drew it and
photographed it;” LeightorClare LeightonGrowth and Shaping of an Artist-Writef1.

33 «ve just drawn the design on to the block anarsengraving tomorrow. | wish |
could work from it photographed on to the blockt bcan’t.” Clare Leighton to Martin
Hardie, 10 Sept. 1933, Martin Hardie Correspondé@odiection 940), Department of
Special Collections, Charles E. Young ResearcharhrUniversity of California, Los
Angeles.

34 The other primary way of transfer (blackening sheface with India ink and
transferring the drawing with light tracing papes in theory, “the better, for the whole
principle of wood engraving is that of cutting whitpon a black surface;” but she had
been trained in the alternate method; Clare LeigHtidow | Made My Book,” 44.

% Elsie SymingtonBy Light of Sur{New York: G. P. Putman’s Sons, 1941).
38 Foreword written by Leighton to accompany her pvifinnowers, Majorca(1937),

commissioned by the Woodcut Society of Kansas Giigsouri. The engraving tools are
described and illustrated in LeightoMéood-Engraving and Woodcuy{s-8, 20-23).
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Early Works; Developing a Formal Means

Leighton’s earliest engravings established heldlifg interest in rural
workingmen and women and the traditional modegyataltural labor, transport, and
trade fast going down before modern methods. Skektthese prints depict everyday
life in Bishop’s Stortford, a Hertfordshire countgwn thirty-five miles northwest of
London, where she lived with her family during trely '20s3” The town had long been
situated in some of the best cereal-growing landke south of England, near the rivers
Lea and StorfThe Malthous€1923, fig. 1.10)Barges(1924, fig.1.11), long flatboats
with men loading sacks of barley malt for the Londweweries; an@he Calf Auction
(1924, fig. 1.12) show the two enterprises on wihlehtown had thrived for centuries.
Although Bishop’s Stortford’s malting industry hbden declining for over a generation,
the malthouses, which lined the Stort Navigationataand the weekly livestock market
still provided un-mechanized sites of inter€dteighton’s scenes focus on the traditional
modes of transportation, even though the GreaeEa&ailway (fig. 1.13), a graphic
reminder of the technologies that were renderin@lsaand barges increasingly obsolete,

ran in close proximity to the malthousgs.

37 Leighton recalls those yearsTempestuous PetticQat62-72.

% |ts malting industry had been firmly establishgdtte sixteenth century but declined
sharply before the First World War, as the Londoewteries began to establish their own
maltings in Norfolk. The River Stort was navigatedhe late 1760s; Paul Ailey,

Bishop’s Stortford & Thorley, Hertfordshir@, History and GuidePaul Ailey, 2004,

Web, 5 Sept. 2008.

39 The 1896 Ordnance Survey map of Bishop’s Stortétapicts the railway tracks
running close to a number of malthouses situatexdgaithe Stort and the canals, many of
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The Malthouseshows her working with elements of modernism twalate space
and mass, as well as rendering tonal contrastglaf shadow, and texture with truth of
detail. Having heretofore worked in drawing andnpiag, Leighton now had to create
her designs out of line and tone instead of cdlbe building’s distinctive features --
conical chimney, ventilation cowl, and directionahe -- are rendered from a low
vantage point as bold abstract presences silhaLeg@inst a cloudless s&.Virtually
two-dimensional, the engraving is surrounded byhilek border, a hallmark of her early
prints. Her accentuation of the oasthouse’s brifatdsurfaces and geometric forms bears
comparison with Stanley Spencelending Cowls, Cookhafi915, fig. 1.14), whose
conical hoods rise in stark contrast to the ddst,dreas of roof and sky. Although both
artists are concerned with articulating the cowal€hitectural features, their overall

interests differ: while Spencer’s highly delineatedns evoke an otherworldly, mystical

which, if not all, were still standing when Leightdrew them. The map and enlargement
were kindly provided by Elphin Watkin, 3 Oct. 20@&Mmail.

0 Photographs of Stortford malthouses taken dutiedate-nineteenth and early-
twentieth centuries indicate that Leighton chos#lustrate the late-eighteenth and early-
nineteenth-century examples; their designs areallismore interesting than those
employed thereafter; for the photographs, see Ritey, Bishop’s Stortford & Thorley,
Hertfordshire, A History and GuidePaul Ailey, 2004, Web, 5 Sept. 2008. Leighton’s
prints as a whole provide an important record ehaeular architecture in England and
America surviving into her time, in some instanegsn showing the structural evolution
of a specific building type. For example, the rowade of the malthouse on the right
side ofBargesis built to a typically mid-to-late-eighteenth-¢ery design, with a clover-
shaped weathervane and a directional cowl, whédestiuare-based cones of the maltings
to the left display a type of kiln prevalent duritig early nineteenth century. Elphin
Watkin (director of restoration of the Great Dunmbishaltings, near Bishop’s Stortford)
to the author, 1 and 5 Oct. 2007, Email.
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presence, Leighton focuses more on the human etepeople actively engaged in

work *

Early Travels and Prints of Continental Europe

The engravings associated with Leighton’s trat@isiral France, Dalmatia and
Yugoslavia in the mid-1920s with her artist uncekishow her continuing interest in
everyday activities, especially people at work. ldger, they show an acute awareness of
the sheer laboriousness of life, in what was themnlg European “third world,” that does
not figure in her engravings of the English cousitlg. Confronted with cultures still
functioning with a low level of technology and stamaterial means, she portrays the
hard realities for those merely eking out an existe Women toil wearily over heavy
piles of soiled cloth itWashing BoatJToulon (1925, fig. 1.15). Dawm the Train to
Mostar (1927, fig. 1.16) shows exhausted passengershincaclass rail carriage, their
cramped conditions contrasting with the vast BalkbBountains rising outside the
window. The weatherworn faces Dalmatian Spinner$1926, fig. 1.17) andugo-Slav
Gipsies(1927, fig. 1.18) parallel the English rural lkeiter H. E. Bates’s description of
peasants in the “barbaric, bitter hills” near Duhmé who get “a living off an ass, an ox,

and two square yards of eari.Yet Leighton portrays these women with great digni

“1 Spencer had been deeply attached to oasthouseschitdhood, later writing that they
“served as reminders of a religious presence;”KBgll, Stanley Spencer: A Complete
Catalogue of the Paintingd.ondon: Phaidon Press, 1993), 391.

“2H. E. Bates to Joseph Braddock, 11 Feb. 1938gguintDean R. Baldwirt. E.
Bates: A Literary LifgSelinsgrove: Susquehanna UP, 1987), 127.
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and mines their character; their defiant staresssaulces directly confront the viewer as

well as their own hard existence.

Early Publication and Commissions for Journals Badks

Appearing at a moment when Britons of differentspasions made claims on the
countryside, Leighton’s rural-life prints appeated variety of interests, from those
seeking nostalgia and locating national identitthie land, to those on the left, who
celebrated rural work in an effort to incorporateictry laborers into national politics.
Editors of leading literary and socially and pafily progressive periodicals -- notably J.
C. Squire of the major literary monthly thendon MercuryH. G. Leach of the
AmericanForum and H. N. Brailsford of the socialistkew Leader- soon published
them in their magazines. While their ideologiesgethfrom moderately left wing to
openly Marxist, these editors shared a conservaggghetic that did not embrace new
literary movements such asrs libreand the experimental, or abstract art. Leighton’s
unsentimental images of country folk at work, preed in a somewhat “modernized,”
but conservative naturalistic style, conveyed @&seness of purpose and commitment to
everyday people that resonated with their postseasibilities and sociopolitical
agendas. The prints also reinforced the prevaitimapge of the countryside as a cultural
construct, an idealized landscape of southern Bdghahich resonated with Squire’s and
Brailsford’s preservationist concerns. While Britsl also used her engravings to

support his vision of allying the rural worker wite socialist party, the Conservative
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government identified her as an ideal portraydaoh life, commissioning posters with
pastoral themes to promote home agriculture that wedely circulated.

The second half of this section addresses her wayipeal to publishers
responding to the demand for contemporary and r#ors of classic rural life
literature. Leighton’s engravings for Longmans, @reHome(1927), by the New
Zealand journalist Alan Mulgan, demonstrate helitglidb portray an idealized vision of
the countryside; those for Thomas Hardjjtee Return of the Nati@929), published by
Macmillan, reveal her ability to evoke the moodshef landscape and those who inhabit
it.

Literary and Political Journals: J. C. Squiretasndon Mercury
and H. N. Brailsford’sNew Leader

Leighton’s early engravings caught the attentiothefjournalist, critic, and poet
J. C. Squire (1884-1958), the founder and editdthef.ondon Mercurya leading
literary magazine during the 1928<€nhanced with reproductions of prints and
drawings, the monthly featured a wide array of wiaykmajor authors, while reflecting
Squire’s bias against avant-garde modern movennefiterature and art, his keen
interest in rural England and preservation of itsient sites, and the quintessential rural
author Thomas Hardy. Squire published a selectidreighton’s continental prints,

includingThe Umbrella Menders: Toulgid926),Loading the Ponies: Dalmati¢l927),

3 John Collings Squire was editor of thendon Mercunfrom 1919-1934. Literary
editor of theNew Statesmaftom 1912 and as its acting editor from 1917-1@,i& also
held a significant post-war position in London joalism. A member of the Marxist
Social Democratic Federation as a young man, tHeab&n Liberal during World War 1,
Squire moved progressively to the right, especiallhe 1930s.
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andTreading Grape$1928) as well as some of her illustrations foiesv edition of
Hardy’sThe Return of the Nati@929)** A well-established figure in London’s literary
scene, Squire not only publicized her work but &dlper obtain commissions from
leading book publishers, including Longmans, Grea, Macmillan. | discuss his
critical reaction to her engravings, notably hisnparison of Leighton’s work to Hardy’s
poetry, later in this chapter.

Whereas Squire utilized Leighton’s prints to furthes interest in topics on rural
life and Thomas Hardy’s writings, and to enhaneeappearance of the magazine,
Brailsford also saw their potential to help shajgeslocialist political agenda. Under his
leadership, beginning in 1922, tNew Leaderthejournal of the Independent Labour
Party®> took on a heightened interest in economic andipaliaspects of the
countryside, especially its farm laborer. Deterrdit@ see rural Britain revitalized
against continued agricultural depression, Braits&et the governing Liberal Party’s
various schemes for land reform against Labourtsclvconsistently pressed for a living
wage for agricultural workers. Convinced that tlaetyp must to reach out to the
traditionally conservative-voting rural constitugnbe addressed Labour’s historic
association with urban working-class interests thiedheed to expand its political

program into the countryside: “Through these dregn8hropshire villages lies our road

* Published in théercury. Nov. 1927, 16; Feb. 1928, 359; June 1929, 183t. 9629,
481 and 486.

> Not to be confused with the Socialist Party of Aites organ of the same name, this
New Leaderoriginally theLabour Leaderwas establisheid the 1880s and renamed the
Socialist Leadem 1947. Founded in 1893 by the Scottish soci#lest Hardie and
others, the ILP quickly became known as the adwadeenocratic socialist movement
and was affiliated as a constituent part of thedLali?arty from 1906 to 1932.
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to power.”*® With the 1922 general election, Labour had takea aew status as the
opposition party at a national level, and was rdadyarry its “international message to
workers who had never heard it befofél’eighton’s forthright depictions of country
working folk linked with Brailsford’s rural interésin a general sense as well as with his
aesthetics; he frequently featured her engravimggshe was dismissed as editor in
19268 thereafter championing her work in other publizasi*®

H. N. (Noel) Brailsford (1873-1958, fig. 1.19), widis fellow journalists
considered “the most eloquent and incisive” radjicainalist of their erd® wanted to
produce a journal of literary distinction and sdistaconviction that would engage broad
strata of society, something that the British labmovement had lacked. Although
highly critical of the absence of individual freed@nd the suppression of dissent under
authoritarian socialist regimes, Brailsford hadaa admired Communism’s

commitment to the education of the working clas€emfident thaThe New Leader

“® New Leader27 Apr. 1923, 2quoted in Clare Griffiths,.abour and the Countryside:
The Politics of Rural Britain 1918-193®xford: Oxford UP, 2007), 3. The Labour
Party’s interwar identity generally remained onerale trade unionism and
employment; see Matthew Worldyabour Inside the Gate: A History of the Labour
Party between the Wafkondon and New York: I. B. Tauris, 2005), 174.

“"New Leader6 Apr. 1923, 2quoted in Griffithsabour and the Countrysidé.

“8 The Malthousevas the first to be published, in April 1924. F. Mventhal The Last
Dissenter: H. N. Brailsford and his Wor|@xford: Clarendon, 1985], 9) relates that
Leighton’s socialist Aunt Sarah encouraged hehtmwsa portfolio of her work to
Brailsford.

“9 Although Brailsford had become one of the moduinitial and widely-read socialist
writers in Europe at thBlew Leaderhe never again was so closely affiliated with a
periodical, instead freelancing, working on contfac magazines like thew Republic
and lecturing in America; Ibid., 203-04.

*0 | eventhal’s critical biography remains the onlydst of this influential journalist; he
does not address Brailsford’s ideas for rural egiation. The quote is from lIbid, 1.
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could bridge the gap between the quality periodieald the popular press, he recruited
such talent as George Bernard Shaw, H.G. WellsBanttand Russell, and published
illustrations by distinguished artists as Jack ¥gektuirhead Bone, and Kathe KollwitZ.
By 1925 he claimed to carry the “Socialist mesdagelarger number of readers than all
the Conservative and Liberal weekly reviews camtamong them>

Although theNew Leadetikely did not reach the varied readership to vahic
Brailsford aspired, it seems to have met its catheom of appealing to diverse cultural
and social constituencies. He graphically portrag@atemporary social problems in the
journal, selecting “fine” art instead of “populatt to make his points. C. R. W.
Nevinson’s lithograpffhe Workerg1919, fig. 1.20), which appeared there undetitlee
Strikers on Tower Hila month after Brailsford assumed editorship in2l@2ught the
turmoil of current labor strifé® Keenly interested in featuring the creative effat the
working class itself, he commissioned Leightonllicstrate the poem “In Normandy”
(1926, fig. 1.21) by F. C. Boden, a heretofore-lbiighed colliery labourer who was

employed “in night work on the pit banRi"and sought out the work of wood engravers

1 |bid., 176-77.
2 New Leader2 Oct. 1925, 2.

>3 Ibid., 13 Oct. 1922: 9. Nevinson (1889-1946), she of Brailsford’s long-time friend
the radical journalist H. W. Nevinson and his sagist wife Margaret, heightens the
sense of the railway workers’ fierce discontenpbytraying the demonstrators rallying
under a foreboding industrial building that risesldly into an ominous sky.

> A Poet From the Mines, Four Lyrics by F. C. BodeNew Leader19 Mar. 1926, 11.
The engraving -- the sole direct visual allusiomghé&on ever made to the Great War or
for that matter, to Christian symbolism -- intetigrthe verse, whose imagery speaks of a
couple wandering through an apple orchard at edensiurrounded by the spirits and the
graves of a “a thousand and three, ... not one wheedaack to his lover.”
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who were “peasant by origin” to illustrate the mziga>° Leighton’s engraved profile of
the left-wing German Jewish playwright Ernst Tol|2925, fig. 1.22) and the
accompanying tribute to the recently releasedipaliprisoner demonstrates the
Leadets unqualified support of those on the front lioe justice and peac®.

| want to suggest that Leighton’s engravingning the Plougl{1926, fig. 1.23)
and the short story that it illustrated for a 1%61e of theNew Leademet Brailsford’'s
wide-reaching aims in their capacity to engage isgwtrata of society. Commissioned
to illustrate the young writer and journalist Wieifl Holtby's “How Dossy Met God,”
the print shows a ploughboy gazing at a heavenig as he prepares to turn his team into
a new furrow. The story centers on the young maeamer conflict as he revels in, then
regrets, having proved his manhood to the villagedalucing a married woman,
remembering the parson’s sermon that “the wagesat death.” Drawing on the long-
held cultural image of the simple, hard-workingidaborer whose work is
indispensable to his whole nation, Leighton showsdy at the point in the story when a
wrathful, unforgiving God manifests himself to ghleughboy, who unquestioningly
accepts his judgment. Seemingly straightforwantisiistereotypical image of the virtuous
ploughman, the illustration also helps visualize skory’s deeper meaning. Although the
magazine makes no mention of it, Holtby is alludioyVilliam Blake’sSongs of

InnocenceandSongs of Experiencas well as his last important podine Everlasting

*° Brailsford, “Woodcuts,New Leader25 Dec. 1925, 3.
*® New Leader11 Dec. 1925, 11, “A Poet of the German Revoiytiby Ashley Dukes.

>" Winifred Holtby, “Between the Furrows: How DossyeMsod,”New Leaderl Oct.
1926, 11-12.
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Gospel in which he voices the belief that innocence lteen lost largely by organized
religion’s subordination of mercy to dograln their potential to be easily appreciated
and power to engage a readership familiar with 8mkften obscure verse, story and
illustration operate on several levels, even allmwBrailsford, the son of a self-righteous
Methodist minister, to subtly voice his deep disdair organized religion. Leighton
would return to this multilayered approach in heumtry life books, which allowed her
to meet her publishers’ expectations while subtiicalating her own interests and

concerns.

Leighton’s Developing Socialist Views

Leighton’s postwar interest in socialist philosopgbgk form in the late 1920s as

she and Noel Brailsford formed a personal relahgns- despite a twenty-five year age

difference -- that spanned the period in whichwhate her English country life bookS.

*8 Holtby ends the story: “Dossy’s heart was at pewitie itself, thankful and humble,
because God, who made heaven for the good, had iHeddalso for the sinnersThe

New York Timeés Apr. 1953, sect. 7, 1) publish&drning the Ploughwith the caption
“Prophetic revelations based upon songs of innagéms an illustration accompanying a
review of The Collected Poems of Dylan Thomashn Masefield’s long, narrative poem
The Everlasting Mercy1911) may also have influenced Holtby’'s story.seligeld (1878-
1967), who was known for his direct, realistic sfylises extensive Christian symbolism
associated with the ploughman and the plow to cptive degenerate Saul Kane’s
conversion.

*9 Brailsford was separated from his wife Mabel, was increasingly incapacitated by
alcoholism. In 1928 he secured a flat for Leightohp had been living in Bloomsbury
and teaching drawing at St. Monica’s School, néaotvn flat in Belsize Park Gardens,
and by 1930 they were living together and had vacatl in Europe on several
occasions. Although they never married, Leight@téionery and exhibition
announcements frequently read “Clare Leighton (MtaN. Brailsford)” during the
1930s, probably signifying a search on her partdgpectability. Much of my
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A man of strong convictions and at times explogigesonality, Brailsford exercised a
great influence over Leighton during their interfsequently turbulent decade togetfr.
As part of his circle, which included prominenttfefing intellectuals and journalists,
Leighton met leaders of international opinion comtéai to social and economic equality
and world peac®: An independent thinker who was affiliated with thdependent
Labour Party and the Socialist League during tids '2nd '30$? Brailsford was a

tireless promoter of world unity and a zealous huitagian, especially concerned with
the welfare of ordinary people and those yet poorenore discriminated against and
oppressed. His direct involvement as a correspdrateheditor dedicated to national and
international political, economic, and social issdering the years between the wars
made Leighton constantly aware of the world’s peafd as well as his often remarkably

enterprising proposals to alleviate them. Neav LeadertheNew Statesmarmand the

information about their relationship comes from éethal’s biography of Brailsford,

Last Dissenterwhich draws from their personal correspondencklaventhal’s
interviews with Leighton. Brailsford’s papers aéthabour History Archive and Study
Centre, People’s History Museum, Manchester, whiere deposited by his second wife,
Evamarie, only include his and Leighton’s persamatespondence dating after World
War Il

% Leighton told LeventhalL@st Dissenter215) that Brailsford had a “hypnotic power”
over her. She drew on his far-reaching intellecpgaters and profited from his vast-
ranging interests, which included a command o&ad literature, music, anthropology
and archaeology.

%1 Brailsford’s strong support for the Indian natibistecause, for example, led to her
meeting Mahatma Gandhi during the 1931 Commonwé&zdihference in London; this in
turn led to Gandhi’s being invited to visit Fourddgs, the couple’s country cottage in
Buckinghamshire. Leighton’s sketches made durimgphriod resulted in a portrait of
the same year. In addition to the oil portrait,gtdéon sketched a charcoal study of
Gandhi sleeping; see Fletch€tare Leightonno. 841.

%2 A primary objective of the Socialist League wapénsuade a future Labour
government to implement socialist policies.
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New Republisvere among the many organs through which he reglyaarticulated and
passionately defended his call for world peacetarg democratic socialism, as well as
specific ways to redistribute wealth to the poartigularly land to the “peasants’”
Leighton’s writings about ordinary rural people kamn an increased politicized
focus during the period that Brailsford was issusngie of his best-known socialist
works, includingProperty or Peace®?1934), his most nearly Marxist work, which
explores the connection between war and capitabsmiyWhy Capitalism Means War
(1938)% His Olives of Endless Ag&928), which he dedicated to Leighton and
commissioned from her the frontispiece engraving1f24), sets out a journalist's quest
for political and economic unity beyond the spusdalivisions of nationalism, with a
passionate plea for his generation to save itgetehouncing patrioteering passions and
establishing “the Great Society of mankirfd Brailsford’s anti-imperialist views, his
qguest for conciliation and world government, fosadimament, and for a fair sharing of
natural resources, set him against “every governimgower in England during his

lifetime.”®® Despite sustained frustration and despair indlse bf the seemingly endless

%3 A term commonly used by Brailsford and other watimterested in the plight of the
agricultural laborer.

® The publisher and founder of the Left Book Cluletgi Gollancz suggested that
Brailsford write a book demonstrating the inescédgébk between capitalism and war to
complement John StracheyZ®»ming Struggle for Powdi932), publishing Brailsford’s
Property or Peace? eventhal Last Dissenter236.

% Ibid., 208-10.

% Ipid., 2.

55



world problems during his life, he remained unshwdan his faith that a more humane
society could be brought into beifg.

Leighton shared Brailsford’s wide empathy and huistdreliefs. By linking rural
people through time and space, however, Leightonded on a continuum that was as
apolitical as Brailsford’s quixotic quest was picktly focused. Her art and writings
speak time and again of the kinship between thertoof the earth, a worldwide
community that transcended individual and natioma&rests. She found a universality
about the “people of the earth,” as she frequertigrred to them, that was healing and
restorative, their productive living and “simpligivf elemental thought” a panacea to the
disorder of modern civilizatio?f Her magazine and book illustration commissionmeso
of which | discuss in the following section, wedlirgsed her readers’ need for nostalgia
and ideas of national identity regarding the Egdisuntryside; | would argue that
Leighton’s broad vision kept her work from beingmdified solely with these more

parochial interests.

%7 Leventhal (Ibid., 123) traces Brailsford’s belik&t “human kinship transcended the
political illusions over which nations fought” t®13 while he was reporting the First
Balkan War in Thessaly. Brailsford, who had foufyintthe Greek cause in 1897 and
continued to condone wars of liberation againsfTieks, relates iThe War of Steel and
Gold (London: G. Bell and Sons, 1914) that as he stathbl/er the corpse of a Turkish
peasant soldier, he found himself wrenched by\efieeling for this nameless figure,
“sacrificed to abstractions whose meaning he prighadver comprehended,” instead of
rejoicing at the death of an “enemy.”

%8 Clare LeightonSouthern HarvesiNew York: Macmillan, 1942; London: Gollancz,

1943), xi, andCountry MatterqLondon: Gollancz; New York: Macmillan, 1937), xiv
XV.
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Nostalgia and National Identity: Commissions forGi.Leach’sForum,
Empire Marketing Board, and London Omnibus Company

Leighton’s engravings for the Americ&orummagaziné? lithographic posters
for Britain’'s Empire Marketing Board, and engraarigr the London Omnibus
Company convey a deep sense of the pastoral tetlglrelates the idea of Englishness
with the countryside. Commissioned by its editoiGd.Leach, th&orum prints depict
quintessential farming activitieMilking, Lambing Threshing andTurning the Plough
(1926, figs. 1.25-27, 1.23), people working thedlas opposed to an evocation of the
land itself’® Leighton titled the series “British Yeomanry,” rdfal that she was
representing her entire country for an Americameeship. But | would argue that the
highly nostalgic scenes and use of a rather arehaid for those who work the land
invoke the southern ideal of Thomas Hardy, whoselsowere the face and character of
a passing rural England in the eyes of the Amernraiic.”* Associations with his work

could only invigorate her efforts to become a prpoetrayer of rural life.

% TheForumaddressed a wide range of topics in politics, entins, social affairs,
religion, science, and education, making a feabfigresenting both sides of the issue.

0 “British Yeomanry, Four Woodcuts by Clare LeightoRorum Sept. 1926, 399-403.
Leighton produced the engravings specifically feeForumbecause her existing rural
life prints were not the right proportions for thiagazine. She also consulted with Leach
regarding the sequence of the farming scenes. Ceaghton to H. G. Leach, 30 Nov.
1925, Henry Goddard Leach Letters from Various €pondents (bMS Eng 854),
Houghton Library, Harvard Universityurning the Plouglserved as a commission for
both theForumand Winifred Holtby’s short story “How Dossy Meb@'’ that appeared

in the 1 Oct. 1926 issue of tiNew Leader

"L Hardy held international acclaim in the 1920shesléeading chronicler of the English
countryside of a couple of generations before; f'yan” appears frequently in his work.
Tess of the D’Urbervillésnilking and threshing scenes amble Return of the Natiige
lambing scene probably served as conceptual méateleighton. While she probably
observed some of these activities first-hand, sofiteese early prints show that she was
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TheForumengravings indeed established Leighton’s reputa®a leading
illustrator of farming scenes. Shortly after theublication, the Empire Marketing Board
approached her as the most suitable artist to peodiset of posters depicting “home
agriculture.” Five nearly forty-by-sixty-inch coldithographs, their subjects ranging
from Tending the Flockfig. 1.28) toPloughingandThreshing’® were created from her
designs and displayed in shops, schools, and fast@s well as on hoardings on
municipal property during 1929 Established in May 1926 to promote intra-Empire
trade and encourage consumers to “Buy Empire, Ei8 also began promoting home
food and related products in response to concdrBsittsh farmers and the Ministry of
Agriculture that increased dominion competition \eblurt home producerd.Tending
the Flock which carried the caption “Help Home Farms, Buitigh,” conveys an
idealized vision of man and beast in pastoral haymits appeal and effectiveness rests

on its narrative format and inclusion of the “hunsg@ment.” The importance of this

not careful to portray the processes accuratelyAderican reader wrote tHeorumthat
the cow was being milked from the wrong sidé/itking and that the ploughman lacked
reins to guide the horse irurning the PloughG. F. Weeks, “To the EditorForum,

Dec. 1926, 949.

"2 Also The Malthous@ndThe Dairy Farm listed in FletcherClare Leighton 25.

'3 Stephen ConstantinBpy and Build: The Advertising Posters of the Empilarketing
Board(London: H. M. S. O., 1986%-7. Leighton appears to have been the only woman
to design posters for the Board. Fletcher's dabihtpe Marketing Board posters to 1935
is incorrect Clare Leightonnos. 790-794), as the Board only functioned fa$®6 to
1933. Constantine’s research of the Board’s minaibesLeighton’s writing Macmillan

and Co. in 1929, “I have designed the set of Emdiaeketing Board posters that are up
at the moment,” (Clare Leighton to Mr. Ratcliffe§ Aug. 1929, Clare Leighton
Correspondence, Records of Macmillan and Compatay, MS 1089, Special

Collections Service, University of Reading, UK) om the earlier date of 1929.

"4 Stephen Constantine, “Bringing the Empire Alivie,Imperialism and Popular
Culture, ed. John M. MacKenzie (Manchester: Manchester, Vg6, 215-16.
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guality becomes even more apparent when compareer tiellow wood engraver John
Nash'’s un-people#ruit Gardens and Orchar¢1930, fig. 1.29), an EMB commission
that was to visualize “Home Gardens for Home MaRedis scene is detached and
rather unworldly, hers emotive and highly nostalgic

In addition to promoting home agriculture, Leightooountry life scenes served
several other objectives of the EMB. As Stephendfamtine points out, for many,
“Empire” and “Imperial” had come to symbolize exipddion and unwholesome
arrogance; art showing heroic figures of labor vigkhe English soil and the territories
presented an alternative vision of Empire as apeoative effort in the tilling of the soil,
reaping the harvests and the organization of adsexbnomy.” Furthermore, this uniting
effort could be seen as a force for internatiorelqe. The EMB posters as a whole depict
scenes of pastoral calm and harmonious exchangacneg the traditional late-
nineteenth-century imperial images of conquestraastery’” | would argue that in the
years after World War |, Leighton’s nostalgic scenéa pre-industrialized countryside
more than met the EMB’s expectations -- or at l@astoctrine -- that propaganda could
“bring the Empire alive” while promoting a visior prosperity and peace.

Engravings for the London General Omnibus Compamahstrate Leighton’s

visualizing that corporation’s aims of promotinguel to villages and parkland close to

"> Ibid, 217-18. First contacted in December 1926gh®n was paid £250 for her
“Home Farms” posters, an amount regarded betweewdns as more than a year’s top
wage for a skilled manual worker, and among thédsg fee paid to artists by the EMB
poster subcommittee; ConstantiBety and Build 9. Leighton’s nostalgic scenes
continued to be sought after during World War lteacher from the Caldecott
Community in Dorset contacted her to ask for regiaent ofTending the Flockwhich
had hung in the school for years; Leila Rendel lré€Leighton, 22 May 1941, Clare
Leighton Papers.
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London® Chalfont St. Gile§1929, fig. 1.30), with its highly idealized pastbimagery
of children playing on the common, duck pond, aotfages and church nestling
together, taps into a deep nostalgia for an imappast, a longing for the simpler,
unhurried life of both childhood and rural idyliihcould temporarily counteract the
fragmentation and alienation of modern existefié&indsor Castl€1929, fig. 1.31), its
main tower rising over a field of sheep grazing pedple relaxing in the shade of a
verdant tree, serves a similar purpfSewant to suggest, however, that the engraving
speaks to the related, but weightier concerns daggithe Great War and sacrifice for
country, and serves as an early example of hemgjgolitical commentary in a
seemingly forthright portrayal of the countrysidethis case a British landmark.
Leighton draws on the earlier London UndergroundvwiRgs posters of George Clausen
and Fred Taylor for compositional purposes andggesiwith a desire to associate her
work with that of Clausen, whose turn-of-the-ceptwral-life paintings critics saw as
embodying the essence of Englishn@€8oth Clausen’s evocation of the prototypical

village green anchored by the ubiquitous churche-poster was sent to troops stationed

’® The six approximately six-by-four-inch prints pedily were used as newspaper
advertisements, as opposed to the lithographiepossed for display.

" Used as the frontispiece to Shaw and ChAsdmagined Past: History and Nostalgia

"8 Windsor CastlendHampstead Heathwhich also calls up a pastoral vision (illustthte
in Jaffé,Wood Engravings of Clare Leightomo. 31), show Leighton’s interest in
experimenting with an impressionist idiom to conteg effects of sunlight. These two
engravings are highly unusual in her oeuvre; whethe was experimenting for her own
purposes or seeking to further the company’s asitming to a popular formal mode is
unknown.

9 Connoisseur1904, 142, quoted in HoBritish Artists and the Modernist Landscape
26.
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at the front as a reminder of what they were figgyfior (1916, fig. 1.32f -- and Taylor's
Hampstead, London Memori€s918, fig. 1.33) purposefully evoke a high paalism
and sense of nostalgia during a true “In Time d¢fé Breaking of Nations.* Leighton’s
engraving follows the peaceful pursuits of sheegimg and people reading under
mature, leafy trees, but the powerful state re@alce church, Clausen’s bedrock of the
village. The Crown watches protectively over thale, symbols of innocence and
sacrifice, who have made the ultimate offeringdountry. This noble justification for
the loss of a generation of young men became istrgly questioned in the years after
the war, and is an issue that Leighton further eskls iThe Farmer’'s Yea(1933), the

subject of Chapter Two.

Early Book lllustrations: Leighton’s Interpretat®of Rural Life for
Alan Mulgan’sHomeand Thomas Hardy'Return of the Native

During the late 1920s, publishers began to comuonsiser to illustrate novels set
in rural England, as well as studies that both mticezed the countryside and addressed
its sizeable agricultural problems. The Longmanmge@-commissioned engravings for

the New Zealander journalist Alan Mulgam®me(1927), a colonial’s responses to his

8 The top of the poster reads: “The UndergroundviRais of London knowing how
many of their passengers are now engaged on inmpdotsiness in France and other
parts of the world send out this reminder of honTéé verse at the bottom is from the
poet Samuel Rogers’ (1763-1855) “A Wish: Mine BEa Beside the Hill ... The
Village church among the trees.” Martin Hardie &wthur K. Sabin, ed.War Posters
Issued by Belligerent and Neutral Nations 1914-1@1#hdon: A. & C. Black, 1920).
Leighton likely knew the book, as she consultedgacally about her work with Hardie,
curator of prints at the Victoria and Albert Museum

81 The title of one of Thomas Hardy’s poetic respsrtseWorld War | (1915).
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first travels in the motherland, interpret his pugastoral idealization of the English
countryside even as they pass over his candid sbgmu of its economic realities, thereby
keeping to the publisher’s objective to poeticize tountryside to its readership.
Leighton, however, took Mulgan’s observations almass divisions in British society to
subtly articulate some of her own interests. Fordy'a The Return of the Natiyshe
depicts ordinary country people not as stereotygicaracters who serve as little more
than a background setting to the action, but redipgrto their environment, the
formidable wind-swept Egdon Heath, revealing tlksposition toward self-destruction
or survival.

Leighton’s illustrations for the first edition ofl& Mulgan’sHomeportray a
domesticated English landscape that resonategsh@tauthor’s idealized vision of the
countryside, while keeping silent on his discussibits problem$? Mulgan (1881-
1962), a first-generation New Zealander of Iriseamt who was the chief leader-writer
and literary editor of thAuckland Starfirst visited England in 1926. His impressions of
the heart of empire reveal a mind steeped in Emgicetry, yet keenly aware of the
country’s economic and social realities. In thelds@refatory note]). C. Squire praises
Mulgan’s ability to discuss English politics horlgdiut compassionately while affirming
the country’s rich heritage of pastoral poetry:

In a world that talks about our decay ... We knowselwes to be still a country
people, still an energetic people, still a poegomle.... [Mulgan] sketches the

82 Alan Mulgan,Home: A New Zealander's Adventufésndon: Longmans, Green,
1927), with five engravings, accompanied by caitivat provide the passage the
engraving is interpreting. Longmans also commissibeighton to illustrate the first
English editions of Thornton Wilder’s early works¢ludingThe Angel That Troubled
the Waterg1928),The Bridge of San Luis Ré929), andrhe Woman of Andrgd930).
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background which English affections have creatatitarwhich English
affections cling... 2

For Mulgan, part of the beauty of the English laoagee was its domestication, as “the

joint product of Nature and man,” unlike New Zeaan in which Nature was dominant.

English rural buildings were an integral part of tandscape and added to its charm:
Again and again you see a building that seems tsbauch one with the
scene as the trees about it. In fact it looks tgrogving out of the soill....
The great farmyard enclosures, the long barnspdlsehouses, the farm-
houses themselves, so large and dignified to ociesémmed to the
rawness of wood and irdfi.

Mulgan’s impressions of the English countrysideene prime vehicle for
Leighton’s searching vision; the engravings showahkeen observer of nature and of the
built environmentThe Village(1927, fig. 1.34) illustrates the author’s destoip of the
prototypical English village, “trim and uniform [wehe the] houses nestle together, and
look as if they had been there for hundreds ofs/@&rThatched-roofed cottages with
clay chimneys appear to hug the spire of the patsich and one another as they blend
into the landscape, demonstrating Leighton’s ahibtinterpret sensitively another’s

imagery and to elicit a sense of place. The absehlbaman activity and modern

machinery -- she responded to Mulgan’s lamentrii@brized vehicles were marring the

83J.C. Squire, prefatory note ftome by Mulgan, x. Lawrence Jones (“Alan Edward
Mulgan, 1881-1962,Dictionary of New Zealand Biographyol. 4 [Auckland: Auckland
Univ. Press, 1998, n. pagDjctionary of New Zealand BiographWeb,14 Nov. 2008)
sees Mulgan as an “important transitional figuré&lew Zealand culture ... articulating
and attempting to reconcile the oppositions ... betwie Victorian and colonial values
of his father’s generation and the ‘modern’ natimtia ideals of his son’s.”

84 Mulgan,Home 86-87. Mulgan observed that many of the houséiséNew Zealand
countryside were made of unsightly materials siechadvanized iron.

8 |pid., 88.

63



beauty of the village by keeping them out of hetynies -- make them evocations of an
earlier time®® Acknowledging its power to evoke the quintessétitimlish village,
Longmans, Green selected this engraving for thaiBpiece tdengland Out of Doors
(1934), a nostalgic anthology of writings on thegsh countrysidé’

Although Mulgan gives the impression that his pre@ved idea of the English
countryside as a “garden” has been affirmed dunisdravels, he also acknowledges its
dark side, the plight of the rural poor; the coysitle harbors both myth and reality. He
couches the various circumstances that have catedlio the “land problem” as a series
of questions. “What is to blame here?” he ask&ginass migration to cities, decrease
in cropping and increase in pastureland under press the competition of more
abundant farming countries, inefficiency in farmmegthods, social subordination and
convention, the land being largely valued for iditiral and social weight and prestitfe.
He thereby deflects outright criticism into sulgtating of the conditions under which
agriculture had sickened. Leighton’s illustratidosHomegloss over the dire conditions
of farm workers during the 1920s, maintaining agaized vision of the countryside that
was in keeping with the publisher’s objectives.

If the plight of rural England was not a suitalilerne to illustrateThe Squire
Plays with the Village Blacksmi{i927, fig. 1.35), for Mulgan’s chapter “Crickdtthe

Heart,” shows that Leighton found a way to artitelllaer egalitarian interests, with such

8 The absence of vehicles became the norm for Hageiscenes.

87E. W. Parker and A. R. Moon, eengland Out of Door¢London and New York:
Longmans, Green), 1934.

8 Mulgan,Home 101-12.
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subtleness that the reader probably would not hatieed®® Cricket was one of the few
British sports that carried a strictly exclusiveura while permitting different social
classes to play side-by-side. Interpreting the @tglobservation that “English cricket is
a curious mixture of class distinctions and equdliteighton casts the sport as a
leveling enterprise of the village, a rare momentree gentry and the ordinary country
folk come together in common purpose. Club crickétose exclusiveness Mulgan
considers at much greater length in the narratermains un-illustrated.

Leighton received the commission from the MacmiRarblishing Company to
illustrate a memorial edition of HardyThe Return of the Nati@&878) shortly after his
death in early 1928. That spring and summer, simeeirsed herself in his Wessex by
lengthy walking tours through the Dorset countrgsighich in his youth had been one of
the poorest and least developed parts of Engla8te later recallethat, “l wasEgdon
Heath, feeling the hooves of the cropper poniestaadurn of the undergrowtfi*”
Twelve full-page engravings and thirty-seven srobhdpter headings and tailpieces

portray the villagers and the people of Egdon Heattthe land’s many moodsThe

8 The engraving’s title as listed in the book isetafrom Mulgan’s narrative. Fletcher's
catalogue Clare Leighton re-titled the engravinghe Village Cricket Matclno. 48),
which omits a direct reference to the acceptanahffering social groups coming
together to play the sport.

% Helen Josephy, “Gypsy Wanderings from PrehistGages of French Pyrenees to
Picturesque Herzegovina Recorded in Lovely WoodCitew York Sur31 January
1929, 18.

1 Unpublished memoirs in the possession of the lteigfamily, quoted in Selborne,
British Wood-engraved Book lllustratipB76-77.

%2 Thomas HardyThe Return of the Nati&ondon and New York: Macmillan, 1929).

Harper & Bros.’s American edition appeared the sgese. The large number of
chapters dictated the frequent reuse of many oftlagter headings and tailpieces; the
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commission gave her the opportunity to interpreoak by England’s most important
country novelist, who had broken with the charmeuagbilities of much late nineteenth-
century rural life writing and its portrayal of tikeuntryside and its people. His insights
and concerns move beyond conventional stereotypkamy fantasy-based yearning for
old-fashioned rural simplicity. While Hardy was cenned about the decline of valued
aspects of village culture, he had no illusionswlao‘return to the land;” rather, his
primary interests centered on the lives of ordinagple and a society stressed by
difficult change and growth. Egdon Heath servea tieeater on human drama; “It is the
means of evaluating the various characters andsgfssing their tendencies towards self-
destruction or survival?®

Leighton’s engravings interpret the characters’ eomal relationship to the
natural world, whether they happen to embrace @strange themselves. Glym Cutting
Furze(1929, fig. 1.36), Yeobright, who has purposefufurned from a successful
career in Paris to live near his native wildernessids to the commonplace task of
cutting the dead gorse, his body echoing its siswuves. But Eustacia, humiliated by
her husband’s lowly work, is a static figure, alted from the landscape she so detests,
her countenance as rigid as the wind-swept pingleé®r. Leighton’s power of
expressing the characters’ emotions and relatipssioi the land is far removed from the
Victorian, didactic sensibilities of Arthur Hopkinaho illustrated the novel’s original

monthly serialization in the magaziBelgravia Hopkins’s scene of Eustacia coming

initial appearance of an engraving marks the pastag Leighton was illustrating or
interpreting. Vivien Gribble (1888-1935), who alsarned wood engraving from Noel
Rooke at the Central School, had illustrated aglaiged, limited edition ofess of the
D’Urbervilles for Macmillan in 1926.

93 CavalieroRural Tradition in the English Novel.
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across Clym toiling in the heath (1878, fig. 1.3¥hjle exploring the characters’
connection to or rejection of the landscape, dae®rpress the underlying tragedy of
human experience that figures large in Hardy’'s wbltpkins instead focuses on the
figures’ outward appearance to indicate their d@sairations: Eustacia’s finery for her
ambition of entering upper-class society, Clym’skvdothes for his willing
embracement of a lowly life grounded in the primehth®

Observing that Hardy was “himself a visual thinkand that his landscape served
as “no mere background,” Noel Brailsford saw Leggt$ nhumerous landscape vignettes
as genuinely reflecting the dark and turbulent nsooicthe forbidding wasteland as well
as its dominion over the characters’ fates. BothilBiord and the print critic Malcolm
Salaman saw in her smaller engravings an expressina¢ional power that hinted at “the
destiny latent in the Heath,” and equaling the poavel technical mastery shown in the
full-page illustrations” The calm waters 6Fhe Pond1929, fig. 1.38) make an ironic
contrast to Hardy’s description of the swirling i@nts of Shadwater Weir, into which

Eustacia will cast herself in final desperationyadl as the doomed woman’s nighttime

% The choice of Hopkins (1848-1930), a realist paimind illustrator of sentimental
country life scenes, to illustrate the novel wakeeping with the magazine’s image, as
indicated by its full title: Belgravia, A Magazine of Fashion and Amuserg@st.

1866). Arlene Jacksorll(stration and the Novels of Thomas Hayfljjotowa, NJ:
Rowman and Littlefield], 1981, 40) has noted thattsillustrations were deployed to
steer the reader from potentially troubling issimesrder to make Hardy’s work more
popularly acceptable as entertainment.

% H. N. Brailsford, “The Woodcuts of Clare Leightoistudiq Dec. 1929, 866. Malcolm
SalamanThe New Woodcytondon: The Studio, 1930), 15. More recent csitsuch as
David Lodge The Art of Fiction: lllustrated from Classic and biern Text§New York:
Viking, 1993, 15]) also perceive Hardy as a vesuai writer.
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journey to meet her fate, her bent figure buffdigaain and wind, the storm a reflection
of her emotional turmoilEustacia Vyg1929, fig. 1.39).

Encouraged by J. C. Squire’s enthusiastic promaifdhe book, Brailsford’'s
unqualified praise of her ability to express igic aspects, and Mrs. Hardy’s approval
of the engravings, Leighton cast herself as “Hadjustrator” in her promotional
literature for periodic engagements on the Amerieature circuit® In 1930 Harper &
Brothers contacted her about illustrating eithiee Mayor of Casterbridger Far From
the Madding CrowdWhile she knew that many people considérbd Mayor of
Casterbridgeto be the finer book of the two, Leighton had Gaubt whatever thdtar
From the Madding Crowds incomparably more illustratable -- at any rtatene -- with
all its wonderful farming scenes’” Although she went so far as to map out the
“pictures” for the latter book in 1933, the projeetver materialized® and she would not

illustrate another of Hardy’s novels until 1940¢4dly after settling in America.

% According to Leighton, J. C. Squire liked “the wioats immensely and has
undertaken to do his utmost for the book when jteaps,” Clare Leighton to “Mr.
Canfield,” 25 Oct. 1928, Clare Leighton Corresparae Records of Macmillan and Co.,
Ltd. Regarding the book’s reception by Hardy’'s widdl was with Mrs. Hardy last
Friday and she is delighted with our woodcuts, r€laeighton to “Mr. Ratcliffe,” 28

Aug. 1929, Ibid; Brailsford, “Woodcuts of Clare géiton,”866-69. As Hardy’s
illustrator: “Clare Leighton’s Lecture Subjects8,#Thomas Hardy’s Country — by his
lllustrator,” pamphlet, Clare Leighton Papers.

97 Leighton pointed out that both books were leseasjve for Harpers to publish
because they were out of copyright. Clare LeightotMr. Macmillan,” 17 July 1930,
Records of Macmillan and Co., Ltd. Leighton askeachillan if they were interested in
having her illustrate another Hardy book for thesfiobe she responded to Harpers.

% Clare Leighton to Martin Hardie, 31 Aug. 1933, kitaHardie Correspondence.

Harper did bring out an edition in 1930 illustrateith four unattributed photographs,
part of a multi-volume “Anniversary Edition.”
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The Critical Response

Leading literary critics and journalists who weeactionary to modern art and
literature, including J. C. Squire, Noel Brailsfpethd Hilaire Belloc, affirmed Leighton’s
work for its adherence to tradition and its origivigion, an unsentimental portrayal of
rural life that not only spoke to the idea of tmelering English countryside but also to
wider human experience through time and space. €teglited her for reviving the art
and craft of wood engraving, which they claimedgessed a distinctly national
character. Her art’s sincerity, with its unaffectesion and steady progression of
craftsmanship, implied stability and order in thiglsh of chaotic and fragmented times.
The print professionals Martin Hardie and Fredebelcton, however, saw her
engravings as both traditional and innovative,foenal means breaking with tradition in
its rejection of perspectival space and stronghtiasting areas of black and white. |
would add that her engagement with these moddathashs allowed her to realize her
vision while also making her illustrations partiady compatible with the printed word
and layout of the illustrated book.

In a 1927 review of Leighton’s engravings for teading British art journal the
Studiq J. C. Squire commended her adherence to tradgiidmoted a “distinctive
personal”’ element that was present in the workldfjeeat” artists. Like the etcher F. L.
Griggs, she had rejected novelty and clevernessvasdyradually building a permanent
position as an artist. Noting her relative youtld arexperience at wood engraving as

compared to the seasoned, well known Gwen RauenatGill, and Paul Nash, Squire
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nevertheless found her one of the most interestinggavers of his time. Her prints would
last because of “their art, their honesty, andrthision.”®
Squire observed that Leighton rarely chose to deqie landscapes or single
figures, rather groups of people at work or restmgh work -- “elements of the life of
Man.” He singled out several of her European enggsyDawn in the Train to Mostar
andWasherwomen: Toulgms prime examples of her ability to transcendhpkkillful
reportage of a particular place or time, to embibayhardships of rural people down
through the ages. IDawn in the Train to Mostaffig. 1.16), he took the juxtaposition of
the peasants against the broadly framed sky asdex iof “the vastness of the world
beyond” and compared it with one of Hardy’'s wardipoems:
The mind which has looked at them is a mind akiKaody’s in “Only a
man harrowing clods”; these occupied, or thoseltipeople are
emblematic of all humanity and its mysterious destirhe “thing seen” is
registered with biting accuracy, but the backgroisnalways there, the
background both of time and space. More is sugdeken stated.... The
people ... take this tedium ... with the passive resigm engendered by a
life of tedium and toil from cradle to grave. Arttely might be peasant
humanity anywheré&”
Leighton’s vision, like Hardy’s, conveyed people@mmmonly endured lot beyond a fixed
moment or place. Her uncommon ability to portragstntial life, in its whole

significance” placed her with “those English rugimets” who looked embraced both

life’s beauty and hard reality and was akin togbetry of Hardy, Wordsworth, Edmund

99 3. C. Squire, “Clare Leighton: Wood Engravesttidiq Mar. 1927, 173-75.

19 bid., 174. Squire is referring to Hardy’s poem Time of ‘the Breaking of Nations™
(1915), which reads: “Only a man harrowing clodis & slow silent walk / With an old
horse that stumbles and nods / Half asleep asstialy / Only thin smoke without flame
/ From the heaps of couch-grass; / Yet this wilbgward the same / Though Dynasties
pass. / Yonder a maid and her wight / Come whiggdry: / War’s annals will cloud into
night / Ere their story die.”
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Blunden, and Vita Sackville-West, whose recentll@hed epic poenThe Land
Leighton should illustrat&’*

The celebrated writer Hilaire Belloc (1870-1958)dited Leighton with reviving
the “great tradition of the English woodcut ... im@w, powerful, and still national
form.” Coming across a reproductionTfe Calf Auctionn a 1925 issue of thidew
Leader Belloc sought out additional examples of heramnt attended an exhibition of
her engravings, which he reviewed for ttendon Mercury®* He witnessed her strength
and insightful power to convey commonly held truglven in her first attempts at wood
engraving: “The best of this work ... is its nobililyrings true; not only to what it
represents, but to the kind of life we have to ldadng our little passage through the
daylight.... | find that the things | know, the reis of a moment, have been fixed.

He further assessed her art in an appreciati®dodcuts: Examples of the Work
of Clare Leightona volume brought out by Longmans, Green in 1830 included
prints ranging from the earMalthouse Calf Auction andBarges to recent illustrations
for The Return of the NativandThe Bridge of San Luis Rdyeighton had recovered the
art of wood engraving -- the genius of Bewick -thwher “exactitude of line,” successful

rendering of surfaces, and ability to use the madas a vehicle for creative

191 |bid, 175.The Land(London: William Heinemann, 1926), an unsentimeptatrayal
of Kentish agricultural laborers’ collaboration acmhflict with Nature, was awarded the
Hawthornden Prize in 1927.

192H. Belloc, “Miss Clare Leighton’s Woodcutd,bndon Mercury12 Aug. 1925, 406.
Leighton exhibited with the Society of Wood Engnesydounded in 1920 by a group of
artists including Gwen Raverat and Eric Gill, a Redfern Gallery, 29 Old Bond Street.
She also exhibited with the English Wood-Engraviogiety, established in 1925, at the
St. George’s Gallery, 32 George Street.

103 |bid, 407.
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expression® Although he viewed black line engraving, in whible whites were carved
out to leave dark masses, as “particularly Endlist,also asserted that Leighton’s work,
which usually exhibited the white line techniquispaexpressed a distinctive national
trait. '° He found her focus on the countryside and disiifaof its essence another
embodiment of national character. An engravingtbé‘chalk,” a small chapter heading
for Hardy’sReturn of the Nativeéhad “in it that imprinted solil, the distancesSafuth
England, and the wind.®®

Although not directly addressed in his introductiBelloc’s argument that
Leighton’s work represented a distinctly nationad@cter was colored by his distaste for
most modern art, “the rubbish of our time” thatkee#o rouse emotion somehow,
anyhow, even by a mad breach with tradition.” Ttiadi for Belloc, was representational
art whose fine draftsmanship and power of commuimigdeeling uplifted the spirit
quality. It possessed a “nobility,”

something in the grand process of being, Art i®ide when it is perverse
...when it is meaningless. It is noble when it sustdhe right life of

194 Hilaire Belloc, introduction t&Woodcuts: Examples of the Work of Clare Leighbyn
Clare Leighton (London and New York: Longmans, @Gre930), vii-xi. Contemporary
critics often used the term woodcut when refertmg/ood engraving; however, she
never worked in the woodcut medium.

195«Byt then my point is that the old wood-cuts iniaHthe line stood out in black (an
infinitely laborious process) were particularly Esly. However, so is your work, and it
is much the best being done. Only yesterday | veasihg high praise of it from a first-
rate etcher of my acquaintance, who has the rightdge.” Belloc disliked prints that
had too much black. Hilaire Belloc to Clare Leighté Nov. 1931, Hilaire Belloc
Papers, MS2005-02, Box 105, Folder 15, John J.Buibrary of Rare Books and
Special Collections, Boston College, Chestnut HIA.

198 Hilaire Belloc to Clare Leighton, 20 July 1928idbThe book appears to have been
Belloc’s idea; he first negotiated with Jonathap&anriting in the same letter that “they
will be doing themselves good, and you good, aratggood to poor old England, which
seems to have forgotten the difference betweentpaad its opposite.”
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mankind: when, upon leaving it, we feel ourselvedl ¥ed. It is ignoble
when we feel ourselves merely disturbed, howewalently disturbed®’

Even as he had acknowledged that she was workimng fiew, powerful, and still
national form,” Belloc maintained a viewpoint thatiued tradition over modernism,
never seeking to discuss her innovative formal rmedmexpression.

Leighton’s engravings appealed to Noel Brailsfadreasons similar to Belloc’s.
In a 1929 review for th&tudiq he found that her work fully expressed his peason
aesthetic, which embraced representational arbéxig technical mastery as well as that
conveying “an inward vitality” and “the emotions @fi experience directly lived®®
Despite his leftist beliefs, his literary and artigastes were conservative. Not only was
the avant-garde unacceptable, he could not emhinadess radical English interwar
modernism, even grouping the well-known wood engrand painter Paul Nash’s
evocations of the English landscape with “those enoexperimentalists->° Although
he did not directly address her engravings in aenudt idiom, Brailsford intuitively saw

that modernist elements contributed to their poweritality, using her recent

197 Belloc, “Miss Clare Leighton’s Woodcuts,” 406-07.

198 1y N. Brailsford, “The Woodcuts of Clare LeightorStudiq Dec. 1929, 866-67, also
published inCreative Arf Dec. 1929, 866-67 (th®tudids American edition).

199 He refused to publish John Gould Fletcher's Imiggiems on the grounds that
“rightly or wrongly, | have a personal prejudiceaagst free verse and prose poems.”
Brailsford to John Gould Fletcher, 23 Sept. 192hnJGould Fletcher Papers, Special
Collections, University of Arkansas Libraries, Ftageille. Fletcher’s article on Paul
Nash, published in 1928 irts, prompted a similar response: | confess | wantidey[to
Paul Nash], for | am a reactionary in all the artBp can’t move beyond Manet &
Brahms & (shall we say) Robert Bridges.... | thinknlderstand, but | can feel nothing
when | face these modern experimentalists.” Braitsfto John Gould Fletcher,
“Saturday” [c. 1928], Ibid. Brailsford gives no fher specifics about Fletcher’s “Paul
Nash,” which appeared irts, Oct. 1928, 195-99. Robert Bridges was the Britisht
laureate from 1913 to 1930.
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illustrations for Wilder'sThe Bridge of San Luis R&y make his point.oading the
Boats (1929, fig. 1.40) stark contrasts of dark amghlisuggested the quality of music,
“a fugue on which these sudden and gymnastic lighése the slow-moving bass of the
shadow.*° A comparison of this work with an early abstraciogt engraving of Robert
Gibbings, in which pattern dominates the subjelarirun 1920, fig. 1.41), illustrates
Leighton’s subtler use of patterning and a prefeedor mediating between
representation and desigit.Brailsford also raised the question of whetheinaage and
its formal means reflect the gender of an artist fmound that Leighton’s art broke with
traditional expectations of gender. He importapiyceived that the boldly executed,
abstracted and rhythmically patterned forms ofgrarts signified a masculinity that
belied her sex'? The journalist also noted her exceptional veiigatib adapt her formal
means to the subject at hand by contradtimading the Boas powerful forms withThe
Abbesq1929, fig. 1.42), whose “tenderness and gracaVeged a sensitivity that only

“a man of rare sympathies” could imp&ft.| would argue that her muscular portrayal of

110 Brailsford, “Woodcuts of Clare Leighton,” 868-69.

111 Gibbings also spoke of his work in terms of musie, patterning created by
pronounced contrasts of light and shade articidatiajor and minor chords (rather than
the fugue’s successive stating of a theme), andatefg the language of Imagist poetry
advocated by Ezra Pound; Patience EmpsonTéd. Wood Engravings of Robert
Gibbings (London: J. M. Dent, 1959), xxxiv-v, quoted inltg®ne,British Wood-
Engraved Book lllustration3.

112 Brailsford, “Woodcuts of Clare Leighton,” 869.
113 |llustrations for Thornton Wilder'8ridge of San Luis Rey.ondon and New York:

Longmans, Green), 1929. Fletch€idre Leighton no. 144) lists theAbbessengraving
with the title “The Abbess and the Twihs
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men at work in the countryside is a hallmark of Wwerk, which becomes fully developed
in The Farmer’s Yea(discussed in Chapter Two).

Print and book professionals, who were less reaaty than Belloc, Brailsford,
and Squire, noted her art’'s synthesis of tradiind innovation, even a break with the
past. InModern Book-lllustration in Great Britain and Ameai(1931), the writer and
historian of illustrated books Frederick Dartongs&d out her recent illustrations for
Emily Bronté’sWuthering Height$1931) and H. M. Tomlinson'§he Sea and The
Jungle(1930) to underscore contemporary wood engravensn of time-tested
technique with new visiorBunday at Se@ 930, fig. 1.43), which he reproduced to
support his argument) demonstrated that such aligatmost contradictory,
combinations revealed “the mind of people almosftesied with civilization, trying to
think with the clear directness of primitive menitbom existence, not smooth
civilization, is the breath of life.” Just as thmentific concepts of the mid-nineteenth
century went back to the origin of species, so{detld War I illustration, “by way of
the wood-cut, has gone back to the origin of tlaplic arts.” In Leighton’s illustrations,
“dots and fine lines are freely used to suggeshfavhile at the same tie massed blacks
and whites preserve the effect of almost flat pecpe.” The classical canon was now
only one among many, the search no longer for daaliof civilized beauty of thought
and form and colour, but for the destiny of mam,th® constant springs of his elemental

nature, and for some means of expressing théhiarton, then, affirmed her serious

114 Frederick J. H. DartorModern Book-lllustration in Great Britain and Ameai
(London and New York: The Studio, 1931), 18-20.
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efforts to articulate the essence of human expeegiegven when having to visualize
others’ texts.

| would argue that Leighton found an appropriaten@ means to express her
vision in the starkly delineated terrain of thewrnocked Canadian wilderness rather
than the familiar, domesticated English countryshilseries of “Canadian Lumber
Camp” engravings resulting from a trip to the Lauti@n Mountains in early 1931 show
how the land’s strongly contrasted surfaces pralaenodel for her to balance light and
dark, yielding a distinctive modernist patternifgarms (LoadingandLanding 1931,
figs. 1.44-45)-"Struck by the photographer Margaret Bourke-Whis#feng sense of
design and power in contrasting black and whiteluging her prints of logging taken the
year beforé}® Leighton’s monumental engravings are likewise abgrized by
pronounced basic contrasts, carefully orchestratgartray the cycle of the timber
harvest and the men who labor by hand without sisestance of modern technology. She

would later call this set of engravings -- extranadily powerful manifestations of her

15 The six engravings, intended for exhibition andiindered by the limits imposed by
book illustration, are monumental in size and cofyteearly the largest she ever created.
Leighton’s diary of the weeklong visit to severahags up the Gatineau River in the
Laurentian Mountains north of Ottawa, in Februa®@1, is reproduced in Leighton,
Clare Leighton, Growth and Shaping of an Artist-4i 37-45.

118 Bourke-White encouraged Leighton to visit the NdAfoods and facilitated her
access to the Canadian Paper Company’s camps.theigiote Bourke-White, I

always consider that you are the original persspaasible for my going to the lumber
camps.” In 1933 the artists sent each other pargated from their respective trips. Clare
Leighton to Margaret Bourke-White, 12 Apr. 1933, iytaret Bourke-White Papers,
Special Collections Research Center, Syracuse ityé.ibrary, Syracuse, NY. The
photographer’s shots of camps taken for the PricéhBr Paper Co. in May 1932 are at
Syracuse; | have been unable to locate the ones X880, which are mentioned in the
announcement for the publication of Bourke-Whitetsiets by Camer@d 931) in

“Books: Soviets by CameraTime 14 Dec. 1931Time Web, 7 May 2006.
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vision and craftsmanship -- the prime milestonben creative and technical
development?!’
A few years after these seminal engraving appeafietbria and Albert Museum
Print Keeper Martin Hardie explicitly articulatedrsynthesis of art and nature in an
article forPrint Collector’s Quarterly
Clare Leighton ... has the disciplined imaginationichallows her to
select and skim from Nature those forms and propwst those spaces and
shapes, which make for stability and firmness ligle On that side of
her art she is of the moderns, but she is traditierfollowing the sound
tradition of our British art — in her intense loseNature’s infinite moods
and aspects.... lItis astonishing that without ideo&pigments she can
suggest the very life and colour and seasonal tipgbf the landscape she
depicts. It is the triumph of her art that bendaghuty and strength of
formal design the presence of Nature’s beautyiss felt'*®
In initiating a design in terms of its underlyinguetural components, Leighton was then
able to interpret, not to record, the natural woploth “both of the moderns” as well as
“traditional,” she balanced both approaches socoasonoveremphasize the “substructure

of formal pattern” or allow the pictorial sense‘tescend into sentiment*®

117 |eighton,Clare Leighton, Growth and Shaping of an Argtiter, 25. Mindful of
Belloc’s bias against prints drawing too heavilylack, as she was still striving to
intensify the glaring white effect of snow, Leightarote to her mentor that the scenes
were “by far the best things I've done! ... The lumbamp prints are in snow, and so
you won't be able to say they are too black!” Claegghton to Hilaire Belloc, 5 Nov.
1931, Hilaire Belloc Papers. Other critics alsorfduhe early work “too dark;” “Wood
Engraving,”Times(London), 3 Dec. 1929, 12.

118 Hardie, “The Wood-Engravings of Clare LeightoRyint Collector's Quarterly22
(Apr. 1935): 153, 155. Hardie’s overview of herwags perhaps the strongest
endorsement an aspiring British printmaker couldehas Leighton was well aware
personally and professionally: “I always feareddsw't good enough. It will ‘place’ me,
SO to speak, in the eyes of the serious print clts.” Clare Leighton to Martin Hardie,
26 Oct. 1933, Martin Hardie Correspondence.

119 Hardie, “Wood Engravings of Clare Leighton,” 153.
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By the early 1930s, Leighton had developed a fomeans that expressively
articulated her vision of people actively engaged symbiotic relationship with the
English soil, who were, as she saw it, connectejtacultural laborers and craftsmen
throughout the world. To establish a stronger i@tehip with the rural folk and the land
and further pursue her vision, she purchased widiiord a small holding in the
Chiltern Hills northwest of London. Although shentioued to consider rural life largely
from an urban perspective, extended periods icdl@try gave her an increased
appreciation of the folk and their traditional fang methods, crafts, and customs as well
as first-hand experience in working the land. $babrought her in direct contact with the
problems facing the countryside -- its increasietadement by unchecked development,
and the plight of the rural laborer, which was omiensified by severe economic
depression. Such issues and the horrors of wanicecurring leitmotifs of her books,
even as the engravings project a vision of pastaiah, dichotomies that | address in the

following chapters.
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CHAPTER TWO

THE FARMER'S YEARPATRIOTISM, POLITICS, AND THE GREAT WAR

The Farmer’s Year: An Annotated Calendar of Enghilsbandry(1933)
celebrates the agricultural laborer as a vitaldpotive force shaping the cultivated
landscape, ironically at a time of severe depresaia marginalization of the land in the
nation’s economy. Monumental engravings of plownsanyer, and reaper construct a
rural England still operating within traditionalralist ideals; yet they also project a larger
social function, emphasizing the centrality of Warker of the soil in maintaining life
and his industrious harmony with nature. Commissibipy William Collins, Sons, and
Co., with Longmans, Green issuing the Americani@di both traditionalist, long-
established publishers of country-life literaturéhe monthly calendar is a paradigm of
Englishness, locating national identity not onlythie land but especially in those who
diligently husband it. This chapter argues thaséhgatriotic vistas not only kept with the
image of the countryside as still perceived ingbpular urban imagination, but also
could serve a broad spectrum of contemporary seailpolitical agendas addressing the
countryside, from the idyllic rhetoric of the Consative leader Stanley Baldwin to those
concerned with rural England’s common working peppicluding Noel Brailsford and
important elements of the Labour Party.

| also contend that the landscape serves as a foclieighton to articulate

deeply felt concerns about the consequences ofswad@rrant nature and the destructive



side of mechanization. Issued at a time of reneavedety regarding world affairs and
Germany'’s increasing thrust of overbearing natisnalThe Farmer’'s Yealays out a
grim reminder of the devastation of World War | mgathe peaceful, productive
countryside. Following a dialectic that positioresforal imagery against the brutality
and fruitlessness of war, Leighton contrasts aesoéiseverely pollarded willows that
subliminally evokes the mutilations of war’s vicsrwith those depicting the strong
sound bodies of workers engaged in vital farm wtkreover, she brings up, and
guestions, the idea of redemption employed by éshkatbent Britain to memorialize the
World War | dead and to sanctify sacrifice for amebduntry. Infused with Christian
pastoral symbolisni,ambing: Januarythe opening chapter, establishes both a vision of
hope for the New Year and anticipates the cyckdahg that takes place ifihe Fat
Stock Market: Decembgewhich depicts the mundane gathering of livestockslaughter.

| argue that issues surrounding love of countiy ismoutcome in the Great War
had been difficult to address directly in the crdtiatmosphere of the 1930s, particularly
in a book that overtly promoted national ideals.openly criticize and politicize still
sensitive issues that hung over the war and tredfieghonour, glory, and Englant”
would have gone against the very purpose of cdielgréne country’s great agricultural
heritage and its heroically portrayed workers. b&ag conveyed her concerns with
subtlety in order to maintain her standing as mpry contemporary engraver of English
national life, and to operate within the expectadiof her publishers and readership. This

effectively concealed from her readers and criice she had employed the landscape to

! A phrase used beginning in the nineteenth cersmdyemployed by Samuel HynesAn
War Imagined: The First World War and English Cuit¢New York: Atheneum, 1991),
Xil.
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convey grief and register loss, to raise a somareness of the mounting menace of
war and the hard costs exacted by mechanizatiomaxlern life.

The chapter opens with a brief overview of thekband how Leighton draws on
literary and artistic traditions, particularly tr@tThomas Hardy, to establish a deep
sense of nostalgia for passing ways of rural litiscuss her heroic scenes of plowman,
sower, and reaper, who follow their peaceful pusson the land for the common good,
figures that invoke both national character anddilgeity and value of country labor.
The section following discusses her publishers i cultural agents, and how her
imagery could have woven itself into the agendasobh the Conservative and Labour
Parties. Investigations into the impact of WorldiWan the imagery of the male body
and its implication for the interwar period informy analysis of.opping: February
which deviates from the book’s customary pastoragery by showing nature brutally
cut to man’s purposes. Issues of sacrifice andmetien, creativity and the life cycle cut
short for a generation of young men, including béwm’s brother, inform this engraving

and the one that addresses the month of December.

Overview

The Farmer’s Yeals an annotated monthly calendar that sets oug¢pactin
word and picture plowing, sowing, cultivating anahvesting in a largely pre-industrial
English countryside. Leighton recalled that shed*baen wanting to do a series of large
wood engravings, based on the twelve months orgéidarfarm.” When she consulted

Collins as to who might write the text, they suggdghat she should write, illustrate, and
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design the entire book, which allowed her to warksensuous, verbal descriptions of
colour ... l was ... both painter and graphic artfsThe text organizes itself around
twelve monumental wood engravings, filling the wphge at approximately eight-by-
ten-inches, which face the narratives for theipeesive monthsApple Picking:
Septemberfig. 2.1). Even the engraved capital letters tn each chapter -- not mere
decorative designs but complete thematic scenég®eimselves -- are large in feeling
(Letter “1,” Malthousesfig. 2.2). Leighton designed the book in a fornhatt assigns to
each month a substantial engraving, chapter intli@y of narrative, and concluding
tailpiece, enabling each to stand alone while hglghape the whole year’'s experience.
As its title shows, the calendar speaksHEaglishagriculture, and as such defines
the uniquely national characteristics of that coglatrural landscape. Allusions to the
great rural heritage in literature and art -- Jaiftesmson, Wordsworth, Hardy,
Constable -- draw out a deep sense of Englishitégssouth, primarily the Home
Counties that ring London, serves as the standaade of English land, but it is not
Leighton’s primary focus. The dominant force of grgravings is the workingman,
seeder and shaper of the landscape, male to treddrarth; women have a role in the
narrative, but Leighton does not portray them. phiets depict laborers -- particularly

the iconic figures at work plowing, sowing, andvesting -- enduringly nameless

? Leighton, “How | Made My Book,” 40. Keenly awarétbe inability of wood
engravings to convey the range of color contrastighton frequently relied on the text
in The Farmer’s Yeato heighten a sense of each scene’s palette xXaanme, describing
the fall colors at the outset of “September: Agpieking:” “It is the month of ripeness —
a golden, crimson, and russet month.” Sendingra pfithis to Edmund Blunden, she
articulates the intensity of her efforts to tratesldat season’s shift of color into tonal
gradations of black and white: “I have tried to ot it the sort of gold and brown and
old feel | had. It should be painted in earth codowvith no hint of aniline dyes.” Clare
Leighton to Edmund Blunden, 27 Jan. 1932, Edmunch@tn Papers, Harry Ransom
Humanities Research Center, The University of Tetasustin.
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embodiments of their particular toils, while thenaséive describes the workaday
mundane activities of farmers and their wives, abtars with names and traits. No other
calendar published between the wars addressesHngédnd solely through those born to
it, or portrays them as proud, able-bodied prowdaddife. As with much interwar
country-life writing, illustrated or nofThe Farmer’s Yeacombines close observation of
the natural world with conventions that RaymondIhhs has called “this strange
formation in which observation, myth, record antf-h&story are so deeply

intertwined.”

The Rural Laborer, Nostalgia, and National Ideals

This section seeks to show how Leighton met timeasels of her audience for
nostalgic scenes of rural life, passing over thslhaealities of a depressed countryside,
while addressing private commitments to her artsowal vision. | focus on the
engravingsSheep Shearing: Mayhich evokes a deep sense of loss for traditiomgls
of labor while articulating her mastery of the wesragraving medium and use of
modernist idioms. The autonomous, productive figund’loughing: Novembeand
Stooking: Augusstress the centrality of the rural worker as fe@déhe nation, national
ideals that cast England’s agricultural heritageraes of self-sufficient abundance.
Sowing: Aprilcreatively negotiates critics’ calls for natiosélt scenes at a time of

heightened economic crisis while invoking an imag€&rench rural labor that had

% williams, Country and the City261.
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become an icon for social change and dissent;rihegccommodates both public and
private concerns and interests.

Nostalgia for a rural past and the constructiopasticular idealized traditions
and virtues are closely connected to the expresdi&mglish national identity. Drawing
on the work of the social historians Christopheawland Malcolm Chase, Ysanne Holt's
study of the pre-1914 British modernist landscapesf nostalgia to be a vital
undercurrent running through the late Victorian &dldvardian years, a phenomenon that
continues to figure large between the world wamdéerns about the modern experience
of rapid social and economic change join with atiggeabout world instability to open a
perspective in which the past appears “as a sigaitbfenticity, of harmony and
orderliness, as a place where we once experierfeaddre vividly, when our senses
were sharper®”Moreover, the interwar ruralist culture, like ftse-war predecessor,
operated on the assumption that literary and areésipression and subjectivity were
essential. As J. J. Hissey declaretUimtravelled England“To thoroughly enjoy the
country one must needs look upon it with an agiet’ poet’s eye ... [the painter] casts a
glamour over all he observes till the reality beesma romance — the ugly fades away and
only an impression of beauty remainsDespite an obligatory homage to the past, it was

precisely a receptiveness to aspects of moderrnatratiowed artists to depict the rural

* Shaw and Chase, etimagined Past2-5, quoted in HoltBritish Artists and the
Modernist Landscapes.

®J. J. Hisseyntravelled EnglandLondon: Macmillan, 1906), 93, quoted in Holt,
British Artists and the Modernist Landscage
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laborer in “ideal, elemental relations expressed thythmic harmony between man and
soil.”

Sheep Shearing: Mafig. 2.3) exemplifies the merging of these ideals
establishing a deep nostalgia for passing rurabwaymanticizing an arduous and bloody
task while employing a modernist idiom to relatenmaeast, and land. | would suggest
that the engraving and its narrative draw on Thohheasly’s portrayal of traditional
country life, rich with imagery, nostalgia, and serof the enduring past that still stood as
the standard for that genre. Leighton’s illustnasidor a memorial edition dfhe Return
of the Nativdor Macmillan in 1929, and critics’ comparisonshar rural scenes with
Hardy’'s imagery, closely associated her with hiskwand she cast herself as “Hardy’s
illustrator.” Imagery fromFar From the Madding Crow1874), which she had mapped
out in anticipation of a future commission from Maltan, likely inspired “May: Sheep
Shearing™”s deep-going nostalgia, and its engrdsimgerest in pronounced light and
dark effects. Although Hardy locates the labordesa vast ancient barn that “embodied
practices which had suffered no mutilation at taeds of time,” the qualities of light that
he expresses control the scene: with “large sidesdo. thrown open towards the sun

..."”, the “bountiful light” shines directly on the shrers as they kneel, as well as over the

“polished shears ... causing these to bristle withomisand rays...*This effect

® Holt, British Artists and the Modernist Landscage referring to George Clausen’s
paintings of peasants working in the fields.

" My Chapter One discusses more fully Leightonissiltating Hardy and her critics’
comparison of her work to his imagery.

8 Hardy, Far From the Madding Crow@New York and London: Harper & Bros., 1930),
165.
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Leighton accentuates in both word and picture,gusianifold techniques -- cross-
hatching, stippling, short and attenuated lings enrich the textures and create strong
contrasts of light and shade in a modernistic idiBnilliant sunshine reflects from the
thick fleece on bellies and backs, caps and strgishoulders, as the men bend to their
work; strong tonal contrasts blend with undulatingthms and patterning to integrate the
human effort of shearing with the ancient rollintish Leighton’s narrative further
articulates Hardy’'s passage, as the sun “throwstiadow of the shepherd across her
[the ewe’s] white chest, accentuating the contofitser form, and glints on the shears in
a score of stars’”

Word and image unite to deploy an accurate yetipaetount of a skill now
dying while calling up the lasting memory of thege and loveliness that she finds
inherent in that ancient labor. The visual anduaksymphony at the end of the chapter
is tempered by her lament: “The sheep shearingssargysilent these days, dead with the
harvest suppers and the gangs of mowers. On moss the shearing itself is no longer
done by hand and the shepherd’s smock has vanisktdt.she can draw upon the
power of memory: “But the beauty of a May evenifgloeep shearing remains, when
dusk closes down the distance like a mist andhikeeslook lilac against the grassés.”
All this contrasts with the camera’s fix on hardthr (Sheep-Shearingxfordshire c.
1896, fig. 2.4), or Vita Sackville-West's poetictygrongly realistic account ifihe Land

(1926) offers a telling comparison:

® Leighton,Farmer’s Yeay22. “July: Cottage Gardens” and its engravifigghe
Milking andThe Lovergthe chapter initial) interpret imagery of the Gathay dairy in
Hardy's Tess of the D’Urbervilles

19 _eighton,Farmer’s Yeay 23.
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Each beast ...

Struggles, and kicks, but with a hands-twist thrown

Lies foolish, as the fingers slick and deft

Open the fleece and cut the belly up,

Then on the heap is pitched the greasy fleece,

And the clipped sheep,

Naked, and bleating, and at first forlorn

With narrow smear of blood on neck or side'?...
Leighton’s imagery invokes innocence and pure jjoignsifying the unacknowledged
violent, bloody nature of shearing by employing tetas a primary vehicle of expression,
in engraving and text alike: “May is a white monBfiheared sheep and daisies in the
meadows, chestnut candles and hawthorn snow indtigerows, white of blossom in the
orchard.*? It was precisely this romantic but relatively uneental vision of country
life that appealed to an urban readership, perbapseason that Thomas Balston,
historian of book illustration and wood engravireglkhred Leighton “unique” among the
wood engravers who had revived the art and achipogdlarity with the general reading
public®

If Leighton created these semi-historical, semthityscenes to meet her

publishers’ expectations of how countryside literatshould provide a usable past for a
middle-class urban readership,” her portrayal efalyricultural laborer as master of the

land was atypical of interwar rural life illustrati. Figures, at work or at rest, were

generally shown as small parts of their environnvatitin a much larger landscape, as

11 sackville-West, from “SummerThe Land 63-64.
12| eighton,Farmer’s Yeay 23.

3 Thomas BalstorEnglish Wood Engraving 1900-19%0ondon: Art & Technics,
1951), 14-15.
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the wood engraver Gwen Raverat’s pastoral scerera@iy (fig. 2.5). Leighton’s
idealized depictions of proud, strong farm workgaise a new sense of how the
countryside might be considered. She freights #reib images of plowman, sower, and
harvester with historical associations to undersémw indispensably fundamental are
their tasks, and how important a means of indiviéma national revival even as British
agriculture remained marginalized under the lodgia world economy. These master
figures are basic to classical and Christian icoaplgy, embodying life, fertility,
abundance, and closeness to the Creator. Just atatiding of agriculture in the national
life came under ever-greater question, her enggavaffirm the sacred and essential
aspects of farming and firmly link those who labothe soil with national ideals and
patriotism, order and stability.

Leighton employs modes that underscore rural wstleeucial, but frequently
unacknowledged, function for society rather thampleasizing the great physical toil that
such labor exacts, as does William Strang’s $téhtwidely disseminatdéloughing
(1899, fig. 2. 6):* For herPloughing: Novembeffig. 2.7), a boy and his team are
cresting a hill, whose commanding view proclaimsithportance of the work while
providing a panorama of the cultivated fields. Ratlimorning light indicates the divine
import of this labor, drawing on a long literarysasiation of plowing with godliness,

from the virtuous Piers Ploughman who symbolizesenance for the entire community

* The wood engraver William Strang’s monumentalgéhand-one-half feet by four
feet) image of hard laboPloughing(1899), widely distributed as a poster by thefArt
Schools Association and published by BrailsfortheNew Leaderl6 Jan. 1925, 13.
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and Chaucer's plowman who “lives in peace and pedearity,”*”

to the anonymous
plowman in the historical novelist and poet Mautitmwlett’'s “The Song of the Plow”
(1916). Hewlett's “Hodge the ploughman,” who stdodthe peasantry at large, was the
true hope for England’s well-being, his “blood, savand tears” having furnished the
gentry’s tables from time immemorial: “They shadirish but he enduré®
While the engravings underscore the English ratabter’'s centrality and
promote a sense of common national identity aretést, Leighton’s narrative affirms
the virtue of husbanding the soil and the commaongiiat plowmen share over great
reaches of time and space:
Over the countryside ... tramp the eternal figufsloughman and
team.... For of all work on the land, ploughingehaps the most eternal,
and fills us always with the same rush of emqtghether it be on the
little fields of India where the peasant guides identical dwarf
instrument of wood that his prehistoric siresdjs® the team-drawn iron
plough that gently turns the sod of the rollinggiksh downland, or the
Gargantuan tractor that devours the acres oAtherican earth; all
impress us with the sense of the right valudsert’

Her emphasis on how the plowman upholds the basitgyht” living implies by way of

contrast that the larger, more “sophisticated” aloaider has gone off track into

15 The suffused light resembles the quiet spirityalit Samuel Palmer’s depiction of
daybreak in higarly Ploughmar(The Morning Spread Upon the Mountaibggun
before 1861). For the association in medievaldiigme, see Robin Lister, “The Peasants
of Piers Ploughmarand its Audience,” iffeasants and Countrymen in Literatuegl.
Kathleen Parkinson and Martin Priestman (Londorelgonpton Institute of Higher
Education, 1982), 71-90. Geoffrey Chauceanterbury TalesGeneral Prologue, I. 529-
32, Project GutenbergWeb, 8 Oct. 2008.

1% This passage from Hewlett's (1861-1923) epic peemes from “Prelude: The Man
on the Hill,” The Song of the Plow, Being the English Chron(ctendon: William
Heinemann, 1916)nternet ArchiveWeb, 3 September 2008, lines 330-44.

7 eighton,Farmer’s Year 49.
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misguided priorities and values. Tine Imagined Past: History and Nostalgia
Christopher Shaw and Malcolm Chase detect in mrigrs the appropriation of “an
image of people, land, and work to articulate commporpose and national unity in time
of crisis.™® Leighton’s imagery speaks to this as well, but emacross the furthest
prospects of national interest to underscore timelltoat workers of the soil share
throughout time and place.

On the other handtooking: Augustonstructs a mythic vision of England as a
locus of divinely sanctioned agricultural abundaspenging from unmechanized labor
(fig. 2.8). Three heroic figures binding wheat shesaby hand survey a broad valley of
cultivated fields under radiant sunlight, evokihg tvell-being anciently associated with
the harvest: peace, prosperity, patriotism, andeherds of honest labot.The idealized
panorama of patterned, rolling hills specifiespi@ce -- the fertile Vale of Aylesbury in
Buckinghamshire, which remained primarily farmirauntry when Leighton drew
The scene signifies an England of abundance, thetifol breadbasket of an earlier age,

its implicit poetry expressed by James Thoms&®asonst a time of England’s growth

18 Shaw and Chase, introductionliagined Pastx, 12-13.

19 A “tossing golden sea of wheat,” Leightdtgrmer’s Year 38. Walter Gibson observes
that the view from a height, so often used in €rth-century Flemish landscapes, exalts
people’s place on earth while signifying the greasof God; Walter GibsoNJirror of

the Earth: The World Landscape in Sixteenth-Cenfleynish PaintingPrinceton:
Princeton UP, 1989), 57-59.

0 Her and Brailsford’s Chiltern cottage lay near Wade. An inscription under the mount
of Stooking: Augusin the Ashmolean Museum, which reads in part “&itog
(incorporating views from Whiteleaf Cross)” confgrthat this was a view of the Vale;
Stevens and LeightoGlare Leighton 26.
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to wealth, world power, and sense of supremacipedh’ exhaustless granary of a
world.”#

The engraving brings together an image of the ktbas a vital, preeminent

figure amidst his wide expanse of productive fieldkich differs from the traditional
English harvest scene depicting men and women whathwork or at rest as small
figures in a sweeping landscape -- a genre typifietbhn Constable’s, Samuel Palmer’s,
and John Linnell’s nineteenth-century harvest seéfigs. 2.9-11); Leighton’s
contemporary Gwen Raverat likewise depicts harvestehin a broader setting
(Harvesters Restind 934, fig. 2.12? Instead, Leighton draws on sixteenth-century
Northern European panoramas of agricultural lalaoien with explicit moral and

political implications, in which the worker commamtthe landscape. Pieter van der
Heyden’s engravin@he Four Seasons: Sumn{é670, after Brueghel, fig. 2.13) depicts
heroically figured peasants engaged in the whaolgeaf harvest work, whether
scything, stooking, carrying and carting, or glegf Leighton’s harvesters, massed
close to the front of the picture, resemble thdevlaborers who command van der

Heyden’s foreground, while her atmospheric effactenowledge the sun as the ultimate

source of fertility and suggest divine benevolenctunlike that expressed in the

L From “Spring” (1728), James Thomsdihe Seasondine 77.

22 ConstableThe Wheatfield1815), PalmefThe Harvest Mooii1833), Linnell,The
Harvest 1850; PayneToil and Plenty provides additional examples by less-known
artists. Gwen Raverdtlarvesters Restingllustration for A. G. Street'$he Farmer’s
Glory (London: Faber and Faber, 1934).

%3 The engraving is after a drawing by Pieter Bruégfie Elder, which in turn is based
on Brueghel’s paintinummer1565).
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northern prinf* In its evocation of the moral richness of workthg land Stooking:
Augustmay be taken as a vision of the countryside asdgral home of peace and
prosperity, the embodiment of national wholeneskraaterial wellbeing.

Sowing: Aprilfurther brings out a sense of the rural laboreepsesenting
national ideals; a bareheaded figure, right armsteetiched, dominates the landscape
while authoritatively casting seeds from the hog{figr 2.14)* The shadowing of his
face imparts a collective identity -- he is eveoywsr, embodying man’s closeness to the
land, just as that closeness is disappearing. taighrites that hand sowing will soon
pass “irrecoverably into history ... in these daysnaichinery, where even on the
smallest farms the driller is generally used.” Hane there a farmer can be found who
feels an emotional connection to the land alondg it “economic” attachment. She also
presents this figure as a symbol of universal fdaynas he “walks the field like a god,
flinging his bounties upon the world®He is also the feeder of Britain, taken for grante
but utterly to be relied upon, a heroic, idealipeelsence, master of the land and all that
he surveys. His commanding height above the villagen above the village with its

Gothic-towered church stresses his necessity anddtliness of his purpose, while

24 Eighteenth and nineteenth-century British cales@déso emphasize these benefits to
the public good. For example, William Howitt's pdauCalendar of the Seasons
(London: Henry Colburn, 1831, 107): “To watch, wille greatest care, the proper time
for sowing; because this, with Divine assistancedpces plenty of provision, and lays
the foundation of the public welfare of the stated of the private happiness of the
people.”

%> The pose of the striding sower, right arm extendeds through the centuries; see for
example the figure portrayed in “Octobeltgs Trés Riches Heures du Duc de Berry.

26 Leighton,Farmer’s Yeay 17-18. Raymond WilliamsQountry and the City250-52)
discusses the development of a “conscious inteseowith the Earth,” a “fusion of
agricultural and sexual imagery” as a dominant thémlate-nineteenth and early-
twentieth-century English regional novels.
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identifying him as the practical steward of the Esigsoil. Leighton merges an image of
the prototypical English village with the gentlylnog hills of the imagined South
Country landscape to produce a site supremely agakational charactéf.l would
argue that this, and Leighton’s other farming seanet the critical call for artists to
return to a “thorough-going nationalism,” to intexptheir own country: “Britain is
looking for British pictures, of British people, Bfitish landscape?®

Yet Sowing: Aprillooks to Continental depictions of rural labortthad acquired
dissident overtones to promote the importance ofraon working people for society.
The image of the striding sower takes on broadeiasand political significance in its
hommageo Jean-Francois Millet’s large-figur&bwer(1850, fig. 2.15), which dignified
the rural worker during a period of economic, pcdit and social unrest in mid-
nineteenth century France. Spurred by the faileebRéion of 1848, artists such as
Millet and Courbet established “the new era in ieggf rural life,” bringing the peasant
-- typically caricatured or romanticized -- intaethphere of history paintirfg Widely
distributed in lithograph and engravinihe Sowebecame a powerful icon of rural labor,
a standard adapted for socialist movements andiagmissidents. | would suggest that

Leighton’s use of a work so charged with historegapropriations drew more on Millet's

2" Brian Cook’s design for the dust jacket of C. Brd?s The Landscape of England
(London: Batsford, 1933) employs a similar formtdaarticulate the prototypical English
landscape, from a similar vantage point looking dawer rolling hills and a village
anchored by a towered church; illustrated in Jgffggitish Landscapgno. 21.

28 «The Editor,” “What is Wrong with Painting? . letnationalism,’Studiq Feb. 1932,
64.

29 See Robert Herbertean-Francois Mille{London: Arts Council of Britain, 1976) for
an analysis oThe Sowe(75-79). Millet created a number of sower pictuirem the
mid-1840s to the mid-1860s. Van Gogh'’s copies efgiime image are its best-known
homage.
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deep sense of the peasant’s close relationshiptiatsoil and the dignity and value of
his work -- Victor Hugo's “the sower’s noble atiitei*° -- than its serving as a symbol of
a people too long oppressed. Her interest in MBlletndering of the country poor
reflects that of George Clausen (1852-1944), prylthie most respected painter of rural
life in Britain before World War I, who caught Mell's significance for those artists
striving to depict a symbolic universal relationsbetween “peasant” and place: “No
other has seen so clearly or shown so well thetheeand significance of ordinary

occupations, the union of man with natuté.”

Leighton’s Country Life Publishers as Cultural Aggen

With The Farmer’s Yeaengravings articulating both traditional and more
progressively oriented visions of the countrysidd those who work it, how closely did
they reflect her publishers’ goals and ideals? §red by the ongoing sense of the
countryside’s being the ultimate repository of aa#l spirit, the major publishers of rural
life literature, including B. T. Batsford; Collinand Longmans, Green, sought to give

book form to this conservative rural idyll durirtget1930$? | would argue that

30 victor Hugo, “Season of the Sowing, the Evenirfggin “Songs of the Streets and
Woods,” (1865).

31 From a series of well-received lectures given evhi¢ was professor of painting at the
Royal Academy; George Claus&ix Lectures on Painting® ed. (London: Methuen,
1906), 106, quoted in HolBritish Artists and the Modernist Landscafd8. Holt
discusses Clausen’s search for the means to pdhisayniversal relationship in his turn
from the French Naturalism of Jules Bastien-Legagdillet’s figural compositions.

32 with publishers depending on the genre as pattiaf annual holiday-season gift
trade, the advertisement “Collins Xmas Gift Booksted, for a second seasdrhe
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Leighton’s early country-life engravings, and thésen The Farmer’s Yearespecially
accommodated such a traditionalist vision in tleewmcation of a pre-industrial, imagined
past of harmony and order that served to counténadragmentation and alienation of
the modern experience. But in their dedicatiorhtoworker productively engaged on the
land, they engage more progressive approaches seipooving the state of agriculture
and the farm laborer’s wellbeing. From the inhestof anti-urbanist discourse deriving
from the late nineteenth-century Arts and Craftslitions and those searching for a new
social vision for Britain, to publishers pursuiragrfy blunt political and financial
objectives, reformers, reactionaries, and cultagants could find affirmation in
Leighton’s images of the countryside.

Collins broke new ground for interwar country lifierature by commissioning
The Farmer’s Yeararguably a bold maneuver during a time of hag$ti the
publishing industry. An agricultural calendar wasommon; Leighton’s being both
artist and writer was singular. But most importanthe dominance of illustration over
narrative was unprecedented, and casting the gmiahrin terms of those who worked
it. Instead of keeping to a vision that highligtite material presences of the upper
classes over the land, the engravings focus olifé¢hend labors of those who have a
reciprocal relationship with the soil. Leightonimgpathies and objectives are readily
apparent; since it is difficult to reconstruct @fpsher’s part in the intellectual processes

by which a book is conceived, and the relative@taof research in this area, it is less

Farmer’'s Year “Selected as two of ‘The Fifty Best Books for B93till in constant
demand, Times(London)Literary Supplemenf2 Nov. 1934, 829.
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clear how Collins’ ideological disposition manifedtin the book’s conterit. My
argument takes as a point of reference researtiegoolitical leanings of Harry
Batsford, chairman of B.T. Batsford, probably thggest publisher of rural non-fiction
during those years, and how that firm figured i@iwar country-life publishing in
asserting the landscape’s centrality as a repgsitomeaning and value.

In “Publishing and Publishers: Towards an Histdri@aography of Countryside
Writing, ¢. 1930-50,” Catherine Brace points outtthe role of publishers as cultural
agents in using rural landscapes to depict natiessgnce through the interwar years has
been overlooked. Taking Batsford as her modelcalis for a detailed examination of
“the personal and political predilections of pubéss and editors and the relationships
between publisher, author and the reading puBfiéier findings indicate that Batsford,
whose directors’ political leanings were consemgthad much influence on casting and
legitimizing England as a fundamentally rural hoamel, even consciously putting forth
its 1930’s country-life books as part of a pataatiaster plan. Batsford’s justification of
policy at the beginning of World War Il warrantsaging:

During the last few troubled years Batsford haanbgradually building up
a list of cheap, well-illustrated books whichwords and illustrations,
give a true picture of the land whose freedomaveedefending today: its
fine tradition of craftsmanship, and the life amork of its countryside,
evolved through centuries of peaceful endeavdrhe Britain [we]

present, the Britain of field, hedge and coppafejillages and farms,
of time-mellowed, historic buildings and ancieiites and towns, will be

% The Author Book Files and Authors’ Correspondefites in the Records of William
Collins, Sons and Co Ltd, publishers, Glasgow, I8adt University of Glasgow
Archives, date from after the publicationdie Farmer’s Year

34 Catherine Brace, “Publishing and Publishers: Tolwan Historical Geography of
Countryside Writing, c. 1930-1950&rea 33 (2001): 287.
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increasingly cherished by thinking people anzetwhen all it represents
is at staké&®

As in the national imaginative mobilization duriprld War I, the countryside, the
repository of the national character, was to ben@éd; the literature of rural life was a
prime site for validating and promoting nostalgiscdurse while providing present
comfort and inspiration to its readership. For spawen, the countryside’s perceived
values provided reinstruction in forgotten waystgeneration experiencing the
fragmentation of modern life.

Brace sees Batsford’s output as offering a “remilalskcoherent, conservative,
backward-looking and nostalgic vision of Englanesbecially as promulgated by the
dust jackets designed by Harry Batsford’s nephesarBCook, which convey “a
powerfully conservative mythology of England.” Tlision centers in the portrayal of
the village “to construct an enduring narrative @tiengland and Englishness ... as a
material manifestation of the right relationshipvbeen people and the lan#.1 want to
suggest that the village type that Cook portrayisi¢tv Brace does not address) is very
different from Leighton’s vision, and further vadites Brace’s argument that Batsford’s
ideology helped shape the image of its countyHdeks. A representative example of
Cook’s dust jackets (fig. 2.16) shows an idealizgdiotypical village anchored by
substantial material presences -- Tudoresque bgsdsignifying degrees of substance
and standing that approach the uniformity and rawress of historicist suburban

sprawl. This design for Sydney R. Jondsiglish Village Homes and Country Buildings

% bid, 292, quoting from the firm’s advertising gofBatsford’s Autumn Books and
War-time Reading” of 1940.

36 |bid, 293.
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(1936), part of Batsford’s “British Heritage” sesjeappeals to an urban middle class
increasingly attracted to a countryside offeringcgls to live in radical contrast with the
modest cottages of the rural working class. Leigistindigenous-style frame and thatch
dwellings and their dependencies, which appeaatsmped repeats on the dust jacket
and end covers dfthe Farmer’s Yearevoke the centuries-old simple vernacular (fig.
2.17). While Brace does not discuss at greatetthenwbat she means by “the right
relationship between people and the land,” Cooklamghton offer differing

perspectives as to what that relationship might leme mediated more through the town,
the other from the long perspective of the coufuly.

To what degree did Leighton’s vision reflect Quadli political concerns? Godfrey
Collins, who had long been a director of this Ssbtpublishing house and overseen its
publications, had represented Greenock as a Lisered 1910, entering Parliament as a
supporter of the social reforms that H. H. Asqgaitid David Lloyd George were then
implementing, which included efforts to curb theyeos of the House of Lords. While it
is difficult to establish a firm connection betwee political predilections of Collins
and those put forth ifhe Farmer’s Yearthe firm appears to have been less conservative
than Batsford; Collins’ history of taking a keendrest in its workers’ welfare, far

beyond what might be considered paternalism, msy sipport this interpretatich.

37 An earlier head of the company, William Collin8{¥-1895), had established the
Collins Institute, which ministered to his workeeslucational, social, and cultural needs;
David Keir, The House of Collind.ondon: Collins, 1952), 201-02.
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Longmans, Green, successor to the oldest pubfjstonse in the United
Kingdom, with whom Leighton had worked more thay ather publisher to dat¥,
seems to have kept to a conservative line, if @mes dpy itsEngland Out of Door§1934)
and its use of hevillage (1927, fig. 1.34), an illustration from Alan Mulga Home
This anthology of contemporary writings cast thardoyside as a beloved and familiar
national treasure, “so close to the Englishman&tidat it has the power to touch the
pens of our greatest writers with something of madieighton’s highly pastoral, un-
peopledVillage was paired with passages from the once and f@arservative Prime
Minister Stanley Baldwin’©n England(1926) to serve as the introductory (and only)
picture in that collection. Baldwin’s widely publzed assertion of an organic unity
between the land, the countryside, and the ndtiamme, England is the country, and

the country is England” set the book’s traditiosalassimilative ton&

Appealing to Conservatives and the Left

Although not directly articulated iEngland Out of DoorsBaldwin’s

mobilization of the countryside in his politicalatioric to further the vision of a society

based on traditional hierarchical values was iniiplic The Rise and Fall of Class in

3 | ongmans, Green had published Leightdsodcuts: Examples of the Work of Clare
Leighton(1930) andr'he Musical BoX1932); she illustrated for them Alan Mulgan’s
Home(1927), Thornton Wilder'3he Angel that Troubled the Wat¢i®928),The Bridge
of San Luis Re§1929), andrhe Woman of Andrdd930). The Archives of the Longman
Group, Special Collections, University of Readihgld no Leighton-related material, a
casualty of the bombing of the publisher’'s PateigrdRow offices during World War 11.

39 Attracting wide attention as a speech to the R&ymiiety of St. George in 1924.
Baldwin was a substantial shareholder in his faisihptably paternalistic ironworks.
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Britain, David Cannadine argues that for Baldwin and laa<ervative followers,
“interwar politics was primarily about the recreatiof traditional social identities in a
nontraditional world.” The countryside was castagplace of order, simplicity, and
nobility, where everyone knew his or her place ahéch functioned on the basis of
reciprocal rights and obligations.” Insisting tlias was not a nostalgic vision of an
imagined past, Baldwin believed such tradition-dateed and inegalitarian
relationships, as opposed to allegedly levelingectivist ones, could best counter the
unwholesome, ephemeral but destructive divisiomaddern society® | suggest that
Leighton’s beautifully static, empty village scermesild generally serve this type of
conservative vision, while her portrayal of theattmous agricultural laborer so central
to The Farmer’s Yeawould not have conformed to this hierarchical nojoigy.
Eighteenth-and-nineteenth-century evocations ohthster-servant relationship might
better catch Baldwin’s societal model, such as Ge&tubbs'She Reaperdn which a
mounted farmer or overseer supervises laborermguwhd binding stooks of wheat
(1785, fig. 2.18).

Let me suggest that Leighton’s focus on the agiical worker not only reflected
her private social and political sympathies butenoublicly connected with the Labour
Party’s efforts during the interwar years to engagal Britain. Although Labour was
seen as the party of the urban working class, faitiming traditionally associated with

the political right, it had resolved to become #Hareal majority party, particularly after

“0 David CannadineThe Rise and Fall of Class in Brita{hNew York: Columbia UP,
1999), 142-43.
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its first, if brief time in office in 1924 Despite the fact that only 7% of the population
lived in the country and agriculture had been reduo a sliver of the national economy,
the countryside, so closely associated with tha @fenationhood and patriotism in the
popular imagination, was hotly contested by theomparties. Labour’s interest went
beyond tapping into the rural constituency, to egping its concern for the widely
acknowledged economic and social “plight” of ruBaitain; its final major policy
statement about this issue in the interwar yddre,Land and the National Planning of
Agriculture (1932) reiterated the need to raise agricultuages and stop the drift from
the land*® One of Labour’s chief, frequently stated objeciveas to provide a
“prosperous countryside” of revived village comntigs, thriving farms, good wages,
and the benefits of modernizatith.

With Labour periodicals and those sympathizing wlik party publishing
Leighton’s engravings during the '20s and '30s, ladesely did her images reflect their
concerns and their overall imagery of the countig8iWhat factors appear to have
determined which of Leighton’s prints were publidd&Vhy did Labour apparently not
feature images frorhe Farmer’s Yeain its organs? As | discuss them in Chapter One,
her early prints of rural life appeared in the Ipeledent Labour Party weekly thigw

Leaderat the same time that its editor Noel Brailsformswrging that Labour needed the

“1 |eader of the Labour Party and the first Britistbbur Prime Minister. The Labour
Party’s 1918 constitution summed up its socialisgpam, “to secure for the workers by
hand and brain the full fruits of their labour.”

“2 Griffiths, Labour and the Countrysig@22.

43 |bid, 234-35.
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rural vote and articulating the plight of agricutibworkers** These pastoral works
convey the general sense of a “prosperous coudg&ydhe party’s new interest in rural
England, and its particular emphasis on the faborar, even as they belie the realities
of a countryside sunk in severe decline, and ybetwefit from modernizatiof?. In

Labour and the Countrysid€lare Griffiths finds that Labour periodicalsdaty clung to
the rural idyll in describing the countryside, arpaliticized world of “quaint villages,”
picturesque farmland, and traditional crafts unhmecby modernity. She points out that
this archaic imagery was severely at odds withptimgy’s political rhetoric, which was
highly and justly critical of the condition of rdraousing, the level of laborers’ wages,
and the overall depressed state of agriculture.plny’sDaily Herald ran pastoral
images showing “the countryside at its best ... gt#lul study of English rural life” at
the same time Labour was launching a major agticailcampaign in 193%.

Griffiths finds that even the National Union of Agiltural Workers’ and its
Labour-affiliated magazine, theand Workeyresorted to un-politicized scenes of farm
workers engaged in hand labor. Questioning an altwi@l union’s acceptance of a mode
so closely associated with an urban-derived nastathe suggests that this reflects the
viewpoint of a citified editor, “a townsman’s visi@f the country, imposed on a rural

audience.” More broadly this may reflect the idyliippeal also to a rural audience since

4 Established in 1893, the ILP was affiliated witle L_abour Party from 1906 to 1932.
The vote was extended to all males over 21 in 1918.

45 Rural electrification, like much modernizationpoaafter World War 1.

“% Griffiths, Labour and the Countrysig@00-01.
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it exercised such a strong hold on urban psychgtégwould add that these people
knew all too well in what conditions they were hgi. As Brailsford had done for the
New LeaderH. B. Pointing, as editor of tHeand Workey established aesthetic standards
that produced an attractive magazine capable aiging manifold elements of society;
its covers featured wood engravings and pen-andhiawings of high artistic merit that
portrayed a real, if vanishing, working countrysifibe magazine relegated political
issues and policy to print and cartoon, in one cas$ieizing the union’s success in raising
wages, which was only a start in solving agric@tsimany problems (fig. 2.19). Overt
allusions to politics or displays of the mecharizabf labor were raré®

Although theLand Workeprominently featured Leighton’s engravings on its
covers and within its pages during the 1930s, tlfimse The Farmer’s Yearwhich
would have ideally articulated the organ’s visiaere not among them. Practical
concerns of format, the publisher’s political ptediions, and perhaps copyright charges
appear to have determined what appeared. lllustrafrom Leighton’s gardening book,
Four Hedgeg1935), well accommodated the magazine’s “poftaientation and
dimensions (fig. 2.20), as contrasted withe Farmer’s Yeaengravings’ “landscape”
orientation and large size. Moreover, Collins, wiaal commissioned the agricultural
calendar, may have felt its interests could beebstrved by lending its name to venues

aligned with an intellectually and progressiveliyeated audience than with an organ of

47 Ibid, 102-03.

“8 Exceptions include the November 1935 (GeneraltBleenonth) cover, which shows
a man pointing to the slogan “The Land Worker Whwts His Own Mind Votes
Labour,” and the engraving of a man operating etdran a bold social-realist style on
the cover for August 1931 (which saw the collapisine Labour Government).
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everyday working people. The publisher did apprayee-release contribution to
Dartington Hall's outreach brochures@ider-making: Octobe(fig. 2.21) and another
engraving froniThe Farmer’s Yearmwhich was scheduled to come out in the fall 339
Dartington’s social and agricultural experiment,renfully addressed in Chapter Three,
appealed more to an intellectual elite in seekingegenerate the countryside, its
agriculture and crafts, and to advance progressiveation and the performing and
visual artst’ The Farmer's Yeaengravings, then, could serve the vision of atroa
spectrum of politically progressive, social, andremmic interests. Its scenes of
productive, autonomous rural laborers fitted inte @f the Labour Party’s major
publicity themes of the '30s, that the patriotisfriree working and middle classes was
one “of service and not that of possessiotl,&nd aligned with its keen interest in
winning over the rural vote, as well as the morestale” social and agricultural

experiments of Dartington Hall.

Redemptive, Disfigured, and Pastoral Landscapes

While I have argued thdthe Farmer’s Yeaengravings are highly patriotic

expressions of national ideals, the second hdliiefchapter suggests that the book also

*9Roger (R. C.) Morel (Manager, Orchards & Cider-s@Dept.) to Leonard Elmhirst,
31 Mar. 1933, Papers of Leonard Elmhirst, Dartingttall Trust Archive and Collection,
Dartington Hall, Totnes, Devon. The Dartingtonritire retain€ider-making:
Octobets original proportions, with a reduction to ondftsaze.

*0 As articulated in a PEB (Party Election Broadca$t}935 given by Labour’s Herbert
Morrison, the leader of the London County Courgiilpted in Laura Beer¥,our Britain,
Media and the Making of the Labour Paftyambridge, MA and London: Harvard UP,
2010), 156-57.
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obliquely voices Leighton’s deeper doubts and amibivce toward patriotism and watr,
with specific reference to her private bereavenaaak the wider, terrible loss of a
generation of productive, vital men during the GiMar. Taking as a model the ancient
agricultural almanacThe Farmer’s Yeaconnects the land to peace and fertility and
addresses the relationship between man and natdréna virtues of hard labor. Like
Virgil's Georgics the calendar looks forward to a rebirth of thié ® the violence,
disorder, and unproductiveness that are the hera&the past are overcome by dutiful
cultivation of the land. Having established an imad agricultural abundance and
pastoral harmony, national virtues and nationalviayLeighton then concedes death its
inescapable place in the landscape -- “et in Agaa@i reminder that the agricultural
calendar marks the passage of time with an imagféen anything but benevolent, a
cycle so much of whose growth operates throughyjesstruction that must precede
(and follow) creatiort* The Reapeffig. 2.22), an engraving reproduced on the ptdge
and embossed on the cover, signifies this doubdeoiesature; the laborer, balancing a
scythe that is both farm tool and symbol of degtlvent to the labors of the agricultural
year but also to the common fate of created things.

Let me further argue thabpping: February which shows men severely
pollarding willow trees, presents death not onlyaasnewing step in the natural order
but also as an unneeded consequence of man’s atb@esdructiveness. The native,
commonly recognizable landscape becomes a thdadesfiguration and irreparable
loss, echoing the carnage and chaos of the Greatl\abing: JanuaryandThe Fat

Stock Market: Decembare related to this grim image of mutilation: fhst

°1 See the chapteEt in Arcadia EgoPoussin and the Elegiac Tradition,” in Erwin
PanofskyMeaning in the Visual Art€Garden City, NY: Doubleday, 1955), 295-320.
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establishing a mythic peace of pastoral innocendka Christian iconographic tradition,
the other a bluntly realistic scene from which aesfdess livestock will soon be driven to
the slaughter. Drawing on the countryside’s poweaarbuse ideas of patriotism,
remembrance, and redemption, Leighton ends thebyessnouncing any justification of
past war and any hope for future peace.

Leighton’s quarrel is not so much with mechanizaper se but with man’s
wanton misuse of the machine to devalue and debtrman life. Her farming scenes
that incorporate machinery — granted in forms kizat long been a part of the agricultural
landscape -- show a symbiotic relationship betwberworkers and their rudimentary
devices. InThreshing: March(fig. 2.23), men and machinery work together t@sh
ricks holding last summer’s sheaves; the thresbeher threatens nor overpowers the
laborers as it separates the grain from the whakdssand sweeps straw to the top of the
rick.>? Only part of the massive steam engine that pothershresher and elevator enters
the picture; even the black smoke disgorging frbenéngine is reduced to a linear
stream that forms the engraving’s upper margin. fdreative affirms a sense of man and
machine working together in constant, reciprocdépendent, productive effort:

Everything and everyone moves. Let any one figesse for a moment
and the link in the chain snaps. Nothing is sfill.

Moreover, Leighton’s simile for the constant roadanotion of the thresher is

humanized:

2 The thresher, which replaced the tedious hanj flail been the first machine to help
move the English agricultural economy toward aytintensive level; it appeared in
southern England in the 1760s and was well estaddidy the first decades of the
nineteenth century.

>3 Leighton,Farmer’s Yeay 13.
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Then steam engine shakes as it belches out itk blaoke, while its tight-
flung belting moves round the cog of the thresties;threshing machine
incessantly quivers and throbs like a person itag ©f great emotion, as
it consumes and discharges its winnowed gtain.
Her description of the threshing process recallsliia powerful threshing scene Tress
of the D’Urbervilles(1891), yet Leighton’s machine is not diabolicat are the workers

its servants, unlike the automatized Tess, cauglb feed it without stopping and, by

extension, bound to an unending cycle of laboreatiaf®

The Redemptive Landscape

Lambing: Januarywhich openg he Farmer’s Yeaat the time that ewes
traditionally deliver their newborn (fig. 2.238draws on Christian symbolism to link an
otherwise mundane act of husbandry to the pronfisgpeaceful world, and, | would
suggest, redemption for those who had died, hdtpicawever fruitlessly, to attain a
supposedly higher peace than had prevailed befité. Radiant dawn, time of daily

renewal, casts into high relief a lambing pen rddamg a manger, invoking the

54 |bid.

> |n Hardy’s description: “The inexorable wheels tioning to spin, and the penetrating
hum of the thresher to thrill to the very marrowwaho were near the revolving wire
cage.” The operator of the steam thresher wath&ragricultural world but not of it. He
served smoke and fire” and was oblivious to hisaurdings while he was “in the
service of his Plutonic master;” Hardiess of the D’Urbervilles381-82.

*%|n a letter to Edmund Blunden dated 27 Jan. 1888) London, Leighton mentions

that she had recently been in the Chilterns draamgbs and men pollarding willows,”
Edmund Blunden Papers.
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circumstances of Jesus’ birth and his heritaga@stepherd kin, as well as his
coming as the good shepherd who gives his lifdhf®sheep. Its composition rather
resembles Samuel Palme©pening the Folabr Early Morning (1880, fig. 2.25), an
illustration for his translation of Virgil'&clogues both prints glowing under a new day
as sheep gaze directly toward the viewer, the fafrirer shepherd’s hut corresponding to
the crag that anchors Palmer’s background. TheutBvAnglican Palmer, whose work
Leighton knew well and admiredjmbued his pastorals with a deep spiritualityjrsge
an otherworldly power in the Poet himself, findiogjievable Virgil's vision of a child
who would bring redeeming peace to the world: iremn had “struck his immortal lyre
in prophecy” of the birth of Chrisf.

Leighton begins the year with Christ’s birth, jastEdmund Spenser opé€fise
Shepheardes Calendaith a January radix, as “the incarnation of ougmly Sauiour
and eternal redemmer the L. Christ ... left ... a meahof his birth in the ende of the

last yeres and beginning of the neXtYet in her narrative, the beginning of life ane th

>7 Jesus descended from the house of the shepheydkivid.

%8 Her friend and mentor Martin Hardie, Keeper ohBiat the Victoria and Albert
Museum and an expert on Palmer and Edward Caleatther prints from their circle
during the time she was working ®he Farmers’ YearClare Leighton to Martin
Hardie, 29 Dec. 1932 and 10 Feb. 1933, Martin Ha@brrespondence. He reprinted
Palmer’s etchin@®pening the Foldn 1928.

*9 Quoted in David Blayney Brown, “To Fancy whatisst to Sight,” Palmer and
Literature,” inSamuel Palmer, 1805-1881: Vision and LandscapeWilliam Vaughan,
Elizabeth E. Barker, and Colin Harrison (Burlingt®T: Lund Humphries, 2005), 25;
see also the catalogue’s entry no. 162, 241=4hgue IViells of a child destined to
bring a Golden Age and free the world from fear.

% Edmund SpenseBhepheardes Calendat579, n. pagElectronic Text Center,
University of Virginia Library Web. 6 Feb. 2009.
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glorious news announced by shepherds is cloudddtidt knowledge that the lambs
have been carefully delivered, only to perish songpand helpless:
“Fear not, little flock,” the sheltering pens seehte say. “Outside is the
frozen world, the worry of dogs and men, markets lauchers, knives,
ropes, and big distances. Here there is rest aamcend warmth and no
one shall come near yofi™
This may be in part an allusion to Noel Brailsfardtrict vegetarianism and his great
love and empathy for the whole animal kingd¥rBut | would further suggest that the
lamb, so often also a symbol of innocence and thlg Mictim, speaks for the sacrificial
death of Christ as well as of Leighton’s brothetd®Rd and the millions who perished
young in the Great War.

Leighton appropriates the familiar language of €in symbolism as a means to
express the sacred nature of remembrance, andd¢héce and cruelly won immortality
of the dead, following on the rituals of remembmatitat came into being directly after
the Armistice and were devotedly observed throughtwiinterwar years. Bob Bushaway
notes that these times of grave ceremony took eligfous, and specifically Anglican,
sentiment and attendant liturgy and hymnody,” yeten‘religious occasions in form

only.” He attributes this to a desire to avoid spemvocation of Anglicanism so as not

to offend other faiths, as well as to the fact thatrituals could offer little doctrinal

®1 Leighton,Farmer’s Yeay 4.

%2 Leventhal [ast Dissenter45) cites Brailford’s great fondness for animetsl his
vegetarianism, which he defended, in an exchantge®ui K. Chesterton ifhe Daily
Newscirca 1905, not on moral or religious grounds‘sunply because he could not
endure the suffering of animals.” Brailsford and Wife Jane had been vegetarians since
the turn of the century, and it is plausible thaighton practiced it during her

relationship with him out of conviction or compl@ But she was not a vegetarian when
Leventhal interviewed her during the late 1960s thed1970s. F. M. Leventhal, Message
to the author, 20 Apr. 2008, Email
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substance compared with the usages of orthodoxst@mity. However, in both
instances, the endearing iconography offers conatte living: the soldier’s sacrifice,
like Christ's, yielded redemption; “death in battieuld expiate sin; the fallen were
sanctified by death; the dead died in an autonssie of grace® But in Laurence
Binyon’s gravely submissive lines, “They shall govw old, as we that are left grow
old,” which haunted the memorial thanksgivingshed tineasy peace of 1918-39, there
seemed to lurk a resigned paganism, a sense tirdtcgawill culminate in no ultimate
external fulfilment, and that all the agony ofatfhas preserved but a diminished
world **
Druid Stonegfig. 2.26), the tailpiece to “January: Lambingsid the chapter’s
conclusion both link and counterpoint the Chrissgmbolism that informs text and
image. The old shepherd, weary from tending théokduring the long birthing, plods
his way homeward,
across the wold, dark against the skyline.... Okat well-worn path
along the ridge, pagan and Christian, Celt ane&aorerunners of
his craft, had trudged since first the greahetowent up round the
Druid’s circle on the mod¥,

Leighton connects the old man and his life-givialgdrs with those who have preceded

him, whether Christian or pagan, in this place adtpral solitude and permanence over

the many centuries. But it is worth considering plssibility that she was drawing on the

%3 Bob Bushaway, “Name upon Name: The Great War ardd®nbrance,” iMyths of
the English ed. Roy Porter (Cambridge, UK: Polity Press, 19938-59.

®* From the fourth stanza of Laurence Binyon’s “Fee Fallen” (1914), recited on
“Poppy” or Remembrance Day (11 November) originathynmemorating the Armistice
of 1918, later to include the dead of World War II.

® Leighton,Farmer’s Yeay 5.
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long-held belief that the Druids raised the stoineles that dot the British landsc&péo
bring the Celtic priesthood’s human sacrifices iatandscape otherwise pastoral, a
preoccupation of those who shaped her sensibBigke, Wordsworth, and Keats. As
Matthew Schneider argues, the English romanticdlgiving the paleoanthropological
wisdom of their day ... associated some of the mostraanding and picturesque
features of their native landscape with a sacaficult, and, as a result, their familiar
surroundings appear replete with evidence of ptefiisinstitutions of victimization®’

“January: Lambing” begins with the birth of hel@aseatures into the radiant
dawn, which foretells the Glad Tidings, and endthe stooped old shepherd walking
in solitude beneath the towering monuments of hgap forbears “into the winter
darkness.” Light and dark do duty for Leighton ssicapably plain markers of people’s
transient nature as well as means of celebratingsGhpromise of eternal life. Within
the context of the whole book, “January: Lambingives partly as agricultural and
partly as Christian calendar, as well as a detexchjaining of Christ’'s innocence and
sacrifice for humankind and resurrection to all lamity -- but especially to the millions
of those who had sacrificed themselves in a warselveounds would not heal in the

lifetime of any of those who had experienced ite Harrative celebrates the radiant birth

% paul Nash associated the megaliths with Druidésrisee hi®ruid Landscap&1934),
illustrated in Andrew Causef,aul Nash (Oxford: Clarendon Press, 1980), pl. 301.

%7 Matthew Schneider, “Wrung by sweet enforcemeBtuid Stones and the Problem of
Sacrifice in British Romanticism Anthropoeticdl.2 (Jan. 1997): 1-8, Web, 29 Apr.
2009, analyses the historic and cultural sourcé¥afdsworth’s and Keats’ mistaken
association of Druids with prehistoric circles.aa¥Vhittaker discusses at length the
early British antiquarians’ association of Druidghathe megaliths iWilliam Blake and
the Myths of Britain(Houndmills, Hampshire: Macmillan; New York: StaMin’s Press,
1999), Chapters Three and FdlDruids, Deism and Patriarchy” and “The Monuments
of Albion,” 114-78.
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of the lambs, but also makes clear that they haea lborn to perish as the so recently

new year draws to its close.

The Disfigured Landscape

Lopping: February(fig. 2.27), which depicts men hacking off willdwanches to
hurdle together sheep pens, visualizes the ruratewlandscape of the '30s, but which |
suggest also articulates Leighton’s personal carscétatricia Jaffé senses this grim
scene bears implication beyond its readily appameardering of a countryside activity,
interpreting it as a sympathetic response to thecapoverty of English agricultural
laborers during the Depressigh. would argue that the image of stark mutilatessr
against the bleak winter landscape conveys a sdngar, disfigurement, and violent
death. The narrative accompanying the engravingeateethis ominous sensibility by
carrying Hardy’s description of “pollard willowsrtured out of their natural shape by
incessant chopping®”to ever grimmer intensity:

Giant willows border the mill stream. The pileswaflow hurdles for the
sheepfolds are wearing low. So the farmer lops.dgrime individual
shapes of the willow trees lean in a row over tlaelbunfrozen waters of
the running stream, seared and wrinkled, like alfaof mourners. One
by one the upspringing branches within reach otdldder are slashed off
... until the last one towers alone and grotesqiue,the single tooth in an

old man’s sunken mouth. This collapses too, andrdeestands
compact’’

%8 Jaffé,Women Engraversio.
% Hardy, Tess of the d’Urberville209-10.

"9 Leighton,Farmer’s Yeay9-10.
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The defenseless ravaged willows recall how marapasl trees into uselessly artistic
forms; his overbearing mastery may at times pass firaft into art, but is just as often
destructive and potentially more devastating tiensavageries of nature. Here Leighton
has again in mind the carnage of the Great Warlwtuok from Europe a generation of
promising young men (symbolized by the up-reacliragnches), the mutilation of so
many survivors, and the desolation of so many neren, of their kinfolk. The “family
of mourners, bent in lamentation” hovers over thgian, death-colored, frigid water;
their spirits are as tortured as the bodies ofdlen. Leighton’s stark imagery recalls the
attempts of Siegfried Sassoon, Wilfred Owen, EdmBluwthden, and Henri Barbusse to
chronicle this evil harvest, Blunden contrastingsowine, optimist young men soon
mangled in war:

And some are sparkling, laughing, singing,

Young, heroic, mild;

Some incurable, twisted,

Shrieking, dumb, defiled:

Pollarded trees are not uncommon features ofdBrlandscape scenes created
between the wars; and at least on one other octagixtaposition of pastoral imagery
with these artfully cut trees appears to move bdyandinary rendering to suggest death
and world disaster. But the depiction of pollardingrocess is rare. Gwen Raverat’s
engravingSheep by a Rivéi919, fig. 2.28) shows a small flock grazing unpiellarded

trees that flank a peaceful river, which in thextpposition can signify both actual

observation and a commentary on peace and waprithigs execution the year after the

"L Edmund Blunden, from “Can You Remember?” (1936).
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armistice would seem to strengthen this latter imugnt. Raverat'&en (1935, fig. 2.29)
offers a further contrast, depicting the vibramgagful willows in their natural form.

In Dismembering the Male: Men’s Bodies, Britain, ahd Great WarJoanna
Burke points out that “nothing in British history was adequate preparation for the
physical devastation of the First World War ... [Wiimputations on a scale never seen
before, or since At the close of war, the nation was reminded obliigation to
acknowledge the sacrifice of the wounded, a sulg@ddtessed in an illustration of
Britannia -- her identity bound with symbols of tt@untryside -- holding out her arms to
disabled soldiersThe Appeal1918, fig. 2.30). Although by the late 1920s “thepect
that had initially been given to the fragmentedibsaf war-mutilated men had endé€d,”
the war continued to preoccupy artists and writens, war books and soldiers’
recollections began to appear in large numbBersvould argue thatopping: February
relates to these resurgent concerns, speaking tioatparities of war and the critical
issue of remembering, emotionally -- and, still m@ractically -- those who sacrificed
life or health for their country.

Sue Malvern writes that World War | has sometifesn described as having
provoked “a crisis in masculinity, meaning that esfations of virile manliness were first

invoked in its prosecution and then confounded@experience of its futility” She

"2 Joanna BurkeDismembering the Male: Men’s Bodies, Britain, ahd Great War
(Chicago: Univ. of Chicago Press, 1996), 33, in@kapter One, “Mutilating,” 31-75.
The drawing by Will Dyson appeared in the periodRaveille 1918.

3 Malvern,Modern Art, Britain and the Great Wat64.
" Ibid, 1, citing Joanna Burk&ismembering the MaJ@nd Graham Dawso8pldier

Heroes: British Adventure, Empire and the ImaginaiglasculinitiegLondon and New
York: Routledge, 1994).
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cites Jacob EpsteinRock Drill, in its original and its mutilated versions (1913-figs.
2.31-32) as a parallel to “an early phase of ogiimand patriotism followed by
disillusionment with mounting casualties and no emdar in sight.” For some, the war’s
cold efficiency to maim and Kill, if in nothing @swas linked with the brutal efficiency
and dehumanizing effects of industrialization. RichCork sees Epstein’s truncated
sculpture as a reaction to the dismemberment akbaxh the battlefield, the “castrated
victim of the mechanical agé™In Lopping: February Leighton responds to the wanton
destructiveness of the world’s first mechanized.\Bgrmatching irreparably war-scarred
forms with the bodies of strong vital farm workeshe redirects ideas of masculinity and
patriotism, associating them with productive worktbe soil rather than with aggressive
patriotism.

Leighton’s use of the landscape to articulate gisid human forms may well
relate to the war landscapes of the painter, andeliew wood engraver Paul Nash and
his sustained interest in natural forms as metaptwwrthe human body. He rarely
depicted the human wreckage of the battlefieldotliydout let the scarred trees on foreign
soil (not rural England’s pollarded ones) tell g abuse of the landscape as much as
of man.We Are Making a New Wortlavhich appeared untitled on the coveBoitish
Artists At The Fron{1918, fig. 2.33)° andSunrise: Inverness Cop$£918, fig. 2.34)

depict forests stripped from a denuded earth, @dtly intense shelling. Nash referred

> Richard Cork,Jacob Epstein: The Rock Drill Perigtdondon: Anthony D’Offay,
1973), 10, quoted in MalverModern Art, Britain and the Great WaB.

®C. R. W. Nevinson et aBritish Artists at theFront (London: Country Life, 1918). A

series of large-edition books issued in 1918 bylWgtbn House, the government
agency charged with promoting British war policies.
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to war’s distortion of nature as “a terrific creatiof some malign fiend working a
crooked will on the innocent countryside.” Readms official war paintings that
appeared iBritish Artists at the Frontvithin the context of their accompanying
narratives, Malvern finds that they were early diésc “as metaphors for the effect of
the war on men, as the horror of war, too horrijyio be portrayed except obliquely ...
Images of war’s effect on landscape sometimes dtmaithe corruption of the healthy
male body, ‘disemboweled, eviscerated’.””.”

Nash’sLandscape at Ide(i1929, fig. 2.35), among the imagery commemorating
the war that appeared a decade after the 1918 Aecmiselocates memories of the war-
torn Continental countryside onto English soil. THaénting, a complex exploration of
death and war’s destructive nature, depicts youngtfees and a geometrically
configured pile of logs that Mary Beale convincypgiterprets as metaphors for
defenseless and fallen humarfifyNash’s imagery would also seem to address theghem
of thwarted fertility, with the loss of a generatiof young men’s procreative capabilities

perhaps represented by the barren fruit treestendplit logs in the bask&tThe

" Malvern,Modern Art, Great Britain, and the Great Wdr59. The narrative was
written by the well-known journalist and World Wareteran C. E. Montague.

8 Mary Beal, “For the Fallen’: Paul Nash'’s ‘Landgeaat Iden,”Burlington Magazine
141 (Jan. 1999): 20. The foreground upright staff sug of logs have been linked to the
symbols of male and female from Mille#ngelus(the digging fork and the basket full

of potatoes), and to postlapsarian imagery in Mikdaradise Lostwhich recounts the
fruits of Eve’s womb as bringing death and destaincinto the world. The staff and
basket of logs represent Adam and Eve, the frdileowomb are the billets of wood and
by extension the log pile and bare fruit treeshimm ¢rchard.

" For further discussion of Paul Nash’s war imageege MalverniModern Art, Britain,
and the Great War63-67; David HaycockRaul Nash(London: Tate Pub., 2002), 7;
Simon Grant, “Paul Nash: War Artist, Landscape tajhPaul Nash: Modern Artist,
Ancient Landscapesd. Jemima Montagu (London: Tate, 2004), 40-4&tirAw Causey’s
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painting not only illustrates Nash’s use of treesymbols of the war dead, the innocent,
even the evil fruit of original mankind, but alsis imterest in themes relating to female
and feminine forms in the landscape. Images of wodwenot appear ithe Farmer’s
Year, either incidentally or to symbolizing ends, ewenthe harvesting of fruit, so often
both a task delegated to women in the real worttiues®d as a symbol of fertility in
literature and artApple Picking: Septembé¢iig. 2.1) depicts a scene of great abundance,
with men picking the ripe apples from their laddansl sorting them into great wicker
baskets. While Leighton is most likely visualiziagpassage from John Masefield's “The
Land Workers,”

Then, more September memories

Of apples glowing on the trees,

Of men on ladders in the séfh,
the absence of images of women throughout the datemises larger issues. | would
argue that she is chiefly concerned with the idea@male form as husband to the
English earth, as procreator bringing life to thgife soil®! This productive duality is
supported by the book’s subtitle, “A Calendar ofjiish Husbandry,” signaling

masculine effort, whil&ertile Land the tailpiece to “July: Cottage Gardens” thatidisp

cultivated fields over a wide landscape (fig. 2,3&)s a markedly feminine connotation.

Paul Nash(Oxford: Clarendon Press, 1980) and AlexanderdmsThe Complete
Graphic Works of Paul Nagthondon: Secker and Warburg, 1973) remain useéfuliss.

8 n Collected Poem@_ondon: Heinemann, 1923), 12.

81 The dimensions of Leightontdop Pickersof 1930 (eight by ten-and-one-half inches),
which shows men, women, and children from the Lorsi&ast End slums, are the same
as the full-page engravingsTine Farmer’s Yeaand could indicate that she considered
using the subject as an illustration for the bddéé&wever, the activity probably did not fit
well with the overall emphasis on the farm labofidre engraving was published in the
London MercuryMar. 1932, 483.
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Contemporary writing likewise cast the countrysidea fertile female; the town planner
and author Thomas Sharp spoke of the “the richnilesdruitfulness of that mother of

men, the countrysidé’®

The Pastoral Landscape

Like Landscape at Ideropping: Februarytransposes the notion of war directly
onto English soil. The narrative that accompanigg/iton’s engraving heightens a sense
of Englishness by alluding to a poem that was pgnaatic of pastoral imagery during
the war. Taking up a literary antithesis frequemetiyployed by war poefs,she contrasts
the present devastation with the memory of refbgauty, and repose in a single
sentence set off from the rest of the text: “Inldfey elms of the Vicarage garden the
rooks, too, go home to rest, croaking loudly andrmealy as they settle into their bulgy
nests in the tree top&*1 would argue that the garden was specifically diahe Old
Vicarage at Grantchester, immortalized by RupeoioRe (1887-1915) in his 1912 poem

of the same name, and visualized by Noel Rookemdwngraving that illustrated a 1916

8 Thomas Sharplown and Countrysid&ome Aspects of Urban and Rural
Developmenf{London and New York: Oxford UP, 1932), 11, quotedlatless,
Landscape and Englishnes3. Sharp was lamenting the blurring of the “anti
antithesis ... the town is town: the country is coynblack and white: male and female.”

83 See the chapter “Arcadian Resources” in Paul Fuddee Great War and Modern
Memory(Oxford: Oxford UP, 1977), 231-69. By invoking ttgritish model world,” as
Fussell describes the pastoral forms imagined bpdumstry-blighted England, England’s
writers and artists could confront the calamitie§vmrld War | while at the same time
providing comforts against them.

8 |eighton,Farmer’s Yeay 10. The capitalization of “Vicarage” is LeightsnThe
English believed that rooks nesting on one’s priyperought good luck.

118



edition of the poerfi> | would further suggest that Leighton is also émgkhe

unfulfilled poetic promise of her brother Roland her allusion to Brooke’s poetry and
by juxtaposing an image of war’s destructivenegh wne of peace fostering the creative
life.

In “The OId Vicarage, Grantchester,” the “sweatisigk, and hot” Brooke yearns
from summer-heavy Berlin for the peace and dreapyse of the dear place where he
had worked under the shade of blossoming chesasusisyoung scholar. Leighton’s
evocation of the rooks among the Vicarage elmsebas for her teacher Noel Rooke,
whose wood-engraving class at the Central SchoAttsfand Crafts was indeed known
as “The Rookery® His double-page illustration for Brooke’s poeny(f2.37) shows the
light-dappled trees in full leaf, a welcome refdgeburdened spirits seeking imaginative
respite from the steamy, crowded German capitatighton uses this image of The
Garden, a paradise of “peace and holy quiet,” gandle opposite to the hideous
desecrations of war.

Although Brooke died from sepsis unrelated to a&cservice early in the war, his
verse, affirmed by Winston Churchill’s valedictidsecame the touchstone of war poetry
overnight®® Vera Brittain, Roland Leighton’s fiancée, revetesl poetry, especially the

“War Sonnets.” During Brittain’s third term at Somidle College, Oxford, in 1915, she

requested her tutor in English literature readeiodroup five sonnets by this “most

8 Rupert BrookeThe Old Vicarage, Grantchestérondon: Sidgwick & Jackson, 1916).
8 SelbornePritish Wood-Engraved Book Illustratiph?7.
87 Brooke composed the poem at the Café des We&erl#).

% This appeared in thiEimes(London), 26 Apr. 1915, 5: Churchill was then Elrerd of
the Admiralty.
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promising poet of the younger generation,” who reently died “to the great loss &
mourning of all modern writers and literature. Humnets were all sad & moving, in
spite of their spirit of courage & hope, & throutflem all ran a strangely prophetic note,
a premonition of early death,” leaving Brittain fsawful & heavy-laden with the

d.®% Brooke’s verse

thoughts of Roland & Rupert Brooke’s sonnets midgiemy min
moved Roland’s mother just as deeply; she sentatjoas from his poems to Brittain,
asserting that, “they are Roland all over. Theyjasewhat he might have written. The
last lines in particular — they were from “The Setd “If | should die, think only this of
me” — cut through me like so many knife-stabs whikir truth in the matter of likeness to
him.”?°

“February: Lopping” at once articulates Leightoaigguish and loss while
honoring the creative genius of Brooke and RoolezadBse the Leightons and Brittain so
closely identified Roland’s poetry with Brooke’ggtchapter also recalls what powers
perished unfulfilled with Roland. At the front Rathhad wondered whether he could be
both soldier and artist, juxtaposing destructiod areation by incorporating lines from

Brooke’s poem:

| often think how strange it is that no one herews me in any other than
my present role. Someone once called me a chamétemnago.

O damn! | know it! And | know
How the May fields....

8 Entry for 12 May 1915, in BrittairChronicle of Youth195. References to and usages
of Brooke’s poetry pervade her diary.

% Marie Leighton to Vera Brittain, quoted in Brittés entry for 25 June 1915, Ibid., 212.
Brooke’s sonnet cycle had appeared in book foriday 1915.
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And knowing, still go on inspecting rifles & seeitigat men wash their
feet...

Roland thanks Brittain for sending him Brooke’s pe “It makes me feel as if | want to

sit down and write things myself instead of doingaivl have to do here. | used to talk of

|92

the Beauty of War; but it is only War in the abstriat is beautiful™ He becomes

increasingly caustic and disillusioned as trenghtfng gets evermore bloodily intense:
Among [this] chaos of twisted iron and splintergdider and shapeless
earth are the fleshless, blackened bones of simplewho poured out
their red, sweet wine of youth unknowing, for nathimore tangible than
Honour or their Country’s Glory or another’s Lu$tRower. Let him who
thinks that War is a glorious golden thing ... lodladittle pile of sodden
grey rags that cover half a skull and a shin bartevehat might have been
Its ribs ... and let him realize how grand & gloricuhing it is to have
distilled all Youth and Joy and Life into a foehdap of hideous
putrescence. Who is there who has known and seercarhsay that
Victory is worth the death of even one of théde?

Brittain, her fears for him ever mounting, remirdis that “Death cannot conquer some

things, & over them ‘War knows no powef*She privately conjures an image of him

lifeless on the battlefield and, again resorting@tooke, laments, “all that is left to us

who worship him is just, ‘some corner of a forefaggid / That is for ever England®®

For many English soldiers on the Western Frontuniog Roland, that corner
was the wood at Ploegsteert in Flanders near techrfront, which had become a place

of rest and recuperation for worn troops beforg tere returned to more active sectors

%1 Entry for 6 July 1915, BrittairChronicle of Youth218.

%25 Aug. 1915, Ibid., 228-29.

%314 Sept. 1915, Ibid., 272.

%417 Sept. 1915, Ibid., 273. The verse is from BesKkSafety.”

%17 Sept. 1915, Ibid., 273. The lines are fromd&ess “The Soldier.”
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of the front. Roland expressed his “sheer deligitstanding in the wood in the early
morning & listening to the waking song ‘of what se= to be all the birds in the
world.”® But Death remained. “Violets,” composed for Biittan 25 April 1915, and
his photograph of a battle-ruined tract of the w@agl 2.38) show this new wilderness
both as a place of death and as a garden:

Violets from Plug Street Wood,
Sweet, | send you oversea.

(It is strange they should be blue,
Blue, when his soaked blood was red,
For they grew around his head,;

It is strange they should be blue.)

Violets from Plug Street Wood,
Think what they have meant to me —
Life and Hope and Love and You —
(And you did not see them grow
Where his mangled body lay,

Hiding horror from the day;
Sweetest, it was better so.)

Violets from oversea,
To your dear, far, forgetting land
These | send in Memory,
Knowing You will understand’
Roland Leighton and Paul Nash invoke the Engligtgral tradition in their war
imagery, contrasting it starkly with the smasheburred bones, the rotting flesh, the

reek of cordite. “February: Lopping” more indirgctlontrasts the horrors of foreign war,

% 7 June 1915, Ibid., 205.

9722 Aug. 1915, Ibid., 250-51. Roland enclosed t®feom the wood to Brittain on the
day he wrote the poem. British soldiers, having dsiticated its name, referred to the
wood as “Plugstreet,” further making it a cornethadir homeland by naming locations in
and around it from famous spots in London, sucthasstrand, Hyde Park Corner, and
Piccadilly Circus. See “World War One Battlefiel#8anders: PloegsteeriyWorld War
One Battlefields: 2005-200%Veb, 29 Aug. 2008.

122



resorting to an allusion to “Grantchester” to ebsilthe English landscape as a gentle

refuge. But even there, death flows through theakéige garden:

The poppy and the pansy blow ...

Oh! there the chestnuts, summer through,
Beside the river make for you

A tunnel of green gloom, and sleep
Deeply above; and green and deep

The stream mysterious glides beneath,
Green as a dream and deep as d&ath.

The English countryside, it seems, is not immuneegath, nor have witness and memory

faded, as Leighton’sopping: Februaryattests with its immediacy and graphic

physicality, and Nash’sandscape at Ideauggests with cerebral, surrealist detachment.

The Plow as a Symbol of Hope

“February: Lopping” closes with the engraving gslaw (Plough in the Snow

fig. 2.39) and a consoling narrative carried byghemise of renewal for the whole of

creation:

And all the time, under the coverlet of snow, thad/green wheat grows
in the fields. Soon the thaw will come, and asdagk earth is visible
again in the farmhouse garden, it shall be spatiédsnowdrops and the
pale gold of frilled aconite¥,

Snowdrops are symbols of hope, harbingers of th&s$aebirth. The unharnessed

plough, lying unused against the snow, will so@uree its work, with the hope that war

will be no more. Perhaps John Masefield’s use sfgral imagery to ease the sense of

utter devastation at the Somme also held prom&iéwars end; ... and the field full of

% Lines 6-12. The poppy is a symbol of death and rebrance.

% Leighton,Farmer’s Yeay 10.
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death will grow food.... When the trenches are fillegwhen the plough has gone over
them, the ground will not long keep the look of w4F
It seems likely that Leighton’s text draws on tloeabulary of Christian death

and resurrection and is reminiscent of imagery siscthat in “Now the Green Blade
Riseth” (1928) by Canon J. M. C. Crum, publisheslsame year in th@xford Book of
Carols

Now the green blade riseth, from the buried grain,

Wheat that in the dark earth many days has lain;

Love lives again, that with the dead has been:

Love is come again, like wheat that springeth gréén
The Apostle Paul promises that “he that plowetrushplow in hope,” whose ultimate
fulfillment will be Jesus’ gift of eternal lif&®? Crum’s final stanza assures those in
sorrow that:

When our hearts are wintry, grieving, or in pain,

Jesus’ touch can call us back to life again,

Fields of our hearts that dead and bare have been:

Love is come again, like wheat that springeth green
In an analysis of Bruegel’s peasant imagery, RdBaldwin relates that hope was as

important a quality associated with plowing asgdifice, good works, and obedience in

sixteenth-century Netherlandish engravings. A cmas sometimes inscribed on the

19 30hn MasefieldThe Old Front Line(New York: Macmillan, 1918), n. padRroject
GutenbergWeb, 14 June 2009, first published in 1917. Mas®flescribes in detail the
terrain at Hébuterne (the northernmost end of tirar8e battlefield), where Roland
Leighton had been cut down two years before, comgats chalk rises and lynchets to
those of the Chiltern Hills.

191 First stanza of “Now the Green Blade Riseth,” @1dy Dearmer, R. Vaughan
Williams, and Martin Shaw, edS'he Oxford Book of Carold.ondon: Oxford
University Press, 1928), 306-07. The piece, writta the boy choristers at Chiswick,
quickly became a beloved hymn.

102 cor. 9:10.
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plow; taken with “the patristic conflation of théopr and the cross because of the
former’s cross-like shape and wooden constructiomas but a simple step to see Christ
(or God) as a good plowman, uprooting sin from seuith the plow-cross™®?

Leighton’s pairing of the language of hope andglwsv, with its Christian associations
of grace and justifying faith, likely speaks to ganconcerns and supports the sense of

redemption found ihhambing: January

Redemption Repudiated

Although the ominously shadowed “February: Loppiegds in hope, Leighton
closesThe Farmer’s Yeawith a vision of doom and impending slaughterulgjsct
highly atypical, even unique, in her oeuvre. In t@mber: The Fat Stock Market,”
animals that the farmers have cared for over tlae gee driven to be sold for meat just
before Christmas, a fate prefigured in “Januarynhang.” Turmoil reigns as

one by one the conveyances arrive ... each carsetdte of victims.
Bleats and squeals, screams and moans fill the@ir, of the market
town as the animals’ terror overcomes th&f.
The corresponding engravinghe Fat Stock Market: Decembéig. 2.40) shows pigs
jammed together in temporary pens, helpless undelda driving rain. Well-dressed
farmers lean over the fencing, poking and proddlrganimals, even a sow with her

piglets, which will soon be torn away from her. Ratthan ending with the community

enjoying the fruits of its labors after a succekBarvest, or a farm family gathering

193 Robert Baldwin, “Peasant Imagery and Bruegel's| ‘®&lcarus,” Konsthistorisk
Tidskrift, LV, 3 (1986): 104.

104 | eighton,Farmer’s Yeay 53.
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around a bounteous feast, she chooses to depicasnaart of devouring nature, whose
innocent animals perish to make holiday for couatrg town aliké® The chapter ends
by describing the carcasses swinging in shopsthiaslecorative nineteenth-century
Butcher’s Stalkhows (fig. 2.41) -- a broodingly clear vision:II'#he following week the
butchers’ shops are gay with the rosetted bodiesibfials. But they are silent now’®
Leighton’s grim articulation of these cycles oblgince moves beyond an

engagement with death in the customary rural wamid seems to voice personal
concerns, largely about war. Although Brailsfordégetarianism and his deep feeling for
defenseless creatures should be taken into acbevst| want to suggest that the chapter
speaks to her brother’s being killed at the frantich occurred in late December. Many
years afterwards, she would write to her friend\irginia novelist Ellen Glasgow that
she still associated the season with Roland’s deathconfessed that she felt great relief
when the holiday had passed:

It is good to have got over Christmas. To me fig@spled with many

ghosts — going back to 1915 when my 20 year olthierovas killed in the

war on Christmas Ev&’
In a sense, Roland’s sheltered life and untimestrdetion, along with the larger fallen,
can be seen as corresponding to the livestoclkeshperience and fate -- carefully

nurtured, only to be taken from a secure envirortitearded into units, and slaughtered

for materially driven interests.

195 An image of slaughter also ends the calendaesfTrés Riches Heures du Duc de
Berry. Decembegraphically depicts a wild boar being torn aparblogrhounds.

198 | eighton,Farmer’s Yeay 54.

197 Clare Leighton to Ellen Glasgow, 27 Dec. 1939,éPspf Ellen Glasgow, Accession
no. 5060, Special Collections, University of VirginCharlottesville, VA.
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“December: The Fat Stock Market” may also beramentary on commerce and
its interruption of the organic movement of theiagltural calendar. The endlessly
revolving cycles of the year from creation to hatyand the plowman’s part in bringing
human effort into sequence with that cycle, areréiwdaby the marketplace and by those
who throng greedily to it. Its narrative touchestlois break: the farmer’s wife laments
having to sell a favorite animal, but finds matiyidriven consolation in the sale, which
will buy decorative store goods to adorn hersetf #re housé® Leighton’s intention
here becomes all the more poignant when one renrerttis capitalism’s defining
characteristics of self-interest and competitiomemgewed by most socialists as having
driven the world to war in 1914. 1930s Britain vassed a continuing crisis of
capitalism, as Brailsford and his fellow sociahtters and reformers proposed
alternatives to what they deemed a failed systemsé&me, the answer was social
guildism, which looked back to a medieval order rehsociety seemed, at least from this
distance, to have worked for the common good, angheunities were in touch with the
soil and the seasons.

Her one portrayal of the act of slaughtdog Killing (fig. 2.42), which illustrates
its chapter of that title iSouthern Harvest1942), her impressions of the American
South, shows a vision of death that she castsestpg within the natural cycle.
African-American men are dismembering a hog thay tmave carefully nurtured over the
year but will now help to sustain them over theteinAlthough the “blood stain[s] the
thin snow crimson,” reminding her of the concurrésibod soaked into the earth of

Europe,” this is a sacred act, “a ritual that westtp and right ... as old as man.” War

198 | eighton,Farmer’s Yeay 53.

127



thwarts the “culmination of the year’s harvestshe birthright” of all the world’s
people. Through its organic composition and poetay the slaughterers’ careful, even
“reverential” handling of the bodyog Killing affirms Leighton’s assertion that “in this

scene of ordered obedience to the seasons liesthsamity,

a very different vision
than evoked imhe Fat Stock Market: December

| would further argue thathe Farmer’s Yeaseeks to renew discussion of the
justification for the war and the idea of redemptfor the generation of young men who
had sacrificed themselves for their country orrtig@als. InModern Art, Great Britain
and the Great WarSue Malvern discusses the efforts of Stanley &reand Paul Nash
after 1918 to renegotiate “a mythic sense of Ehgkss” while attempting to “discover a
path to redemption out of the debt that the deadcharged to the living;” to keep in
tension “an obligation to never forget without beting fixed in an illusory past at odds
with the facts of events that could not be charigédde analyses Spencer’s war paintings
and Nash'’s landscapes up to 1925 and their attaimpisddress issues of “memory and
remembrance and how these hinged on Christianmstbredemption, resurrection, and
renewal.*1°

Leighton employs the agricultural landscape anctttodic labors of the farming
year to frame these issues, creating a tensiongeetwostalgia for passing ways and
physically robust men, full of energy and purpdsetween myth and present reality;

between life, death and redemption, the last, &oy $pringing from the fertile English

earth, in whose defense so many had perishieel Farmer’s Yeacelebrates the virile

199 | eighton,Southern Harvest77, 80, 85.

110 Malvern,Modern Art, Great Britain, and the Great Wdr53.
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laborer, tilling and seeding. To repay the delihtise who had made ‘the supreme
sacrifice,” it was fitting to return to the soihd locus of life, sanity and wholeness, and
also to uphold the Biblical injunction:
And they shall beat their swords into plowshares, their spears into
pruning hooks: nation shall not lift up sword againation, neither shall
they learn war any more’

The obligation to honor this mandate became inanghsurgent from the early
1930s on, as Leighton gave shapé&lhe Farmer’s YearThe growing sense that another
conflagration was smoldering towards inferno spaitrer to revisit the horrific past in
the name of peace. As Patricia Rae has writtes stinise ofdéja vui awoke a “double
sorrow:” sorrow experienced and sorrow anticipatpthleptic elegy, issuing in
consolatory writing produced in anticipation of v, where the expected loss is of a
familiar kind.”™*? Leighton would make these “Janus-faced” sorrowmlifs of
Country Matterq1937). Woodrow Wilson had been terribly wrongalling World War

| “the war to end all war.” George Santayana seenfgmve had it right: “Only the dead

have seen the end of wadr>

1l isa. 2: 4.

112 See Patricia Rae’s discussion of the interwaropksi“proleptic elegy,” in “Double
Sorrow: Proleptic Elegy and the End of Arcadianierh930s Britain, Twentieth
Century LiteraturglSummer 2003): 1-2BNET, Web, 5 Mar. 2008. “Double sorrow” is
taken from Stephen Spender’'s poem “The Separak889): “Hands of the longed,
withheld tomorrow fold on the hands of yesterdagauble sorrow.” While Rae dates to
the late 1930s British citizens’ “premonitions ofi®w commingled with memories of
the grief endured in the Great War,” a sense @ d@jand anxiety was weighing on
prewar-decade poets; see Samuel Hyhlkes,Auden Generation: Literature and Politics
in England in the 19308New York: Viking Press, 1976), 80-81, 95.

113 Wilson borrowed the phrase from H.G. Wells; Ged®gatayana, “Tipperary,” in
Soliloquies in England and Later Soliloquigéew York: Charles Scribner’s, 1922), 102.
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The Critical Response

Reviewers affirmed Leighton’s masterfully artica@dtvision of English rural life
without touching on the book’s subtle addressingasftemporary concerns. Collins’
promotional literature, which solicited commentsnfr leading British art critics and
writers, and an independent reviewldfe Farmer’s Yearpraised Leighton’s mastery of
the wood-engraved technique, the vigor that shadiroto the craft, and her innovative
style; her original vision; and her ability to c@wthe breadth of life on English séif.
For the rural-life authors Phyllis Bentley and Nadmitchison, the engravings creatively
mediated traditional and modern approaches, basgehtially contemporary in
conception and execution,” yet without the “faslable symbolism which so often ...
stands between [the viewer] and the artist.” SujppgHilaire Belloc’s view that the
engravings were wholly English, Collins asserteat tteighton’s “feeling for the soil and
for those who till it that surely gives her worlp@rmanent value — not only artistic, but
national.” The country-life writer Winifred Holtbylaughter of a Yorkshire farmer,
attested to “the integrity and authenticity of kision;” Leighton had perceived the
“perennial character” of the English countrysidéhwhbeautiful justice.”

Above all, the reviewers for Collins noted “the &dchumanity and sincerity of

her outlook,” a vision untouched by sentiment deettion. Eric Gill, the sculptor,

114«50me Opinions of Clare Leighton’s Work,” Collipsomotional booklet, n. p.,
Hilaire Belloc Papers. The contributors were thecatics and curators Frank Rutter,
Malcolm Salaman, Martin Hardie, and Campbell Doadggbe artist Eric Gill; the
journalists and writers Hilaire Belloc, Sir Johnu8g, Henry Nevinson, Winifred Holtby,
Phyllis Bentley, Naomi Mitchison, Hamilton Fyfe;d&the magazine owner Viscountess
Rhonda. The independent review: C. Z. O., “A Fais¥ear,” American Magazine of
Art, Dec. 1933, 562-63.
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writer, and her fellow wood engraver, perhaps spukst directly and discerningly of
her art:
Clare Leighton is nothing if not courageous #rete is a grandeur of
spirit about her which is very evident in her iworhe size of these
pictures, the boldness of their design and tearcdexterity of their
engraving remove them entirely from the worlgodtty country
sentiment. Many people have done pretty litteang of country life.
Artists, like the great Bewick and our contempgr&wendolen Raverat,
have done little engravings which are yet bigpirit. But no one in our
time has succeeded better than Clare Leightpnesenting the noble
massiveness and breadth of the life of the earta scale so grand.
While acknowledging her bold, unaffected portrayfaEnglish country life, Gill
perceived that she had moved beyond a specificdimidocation to express universal
truths shared by workers of the soil. A comparigath other calendars published during
the interwar years, such as Eric Ravilious’ engrgsithat accompany a reprint of
Nicholas Breton’sThe Twelve Monethsupport his assessment. Rather than interpreting
the Elizabethan text for each month, which foll@esh season’s labors, Ravilious’
illustrations often depict contemporary pastimed gatreation: a lawn tennis match
played by men in modern clothing pictuiay; a girl lies in a hammock ovéugust
(figs. 2.43-44):*° Robert Gibbings’ small figured engravings for Lilyn Powys'The

Twelve Monthslepict contemporary British life that has lessléowith an authentic

countryside than the leisure of couples dressd®a0s-style clothing™®

15 Nicholas BretonThe Twelve Moneth§Valtham Saint Lawrence, Berkshire: Golden
Cockerell Press, 1927), from Hiantastickg1626). Published by Robert Gibbings’s
Golden Cockerell Press in 1927, the calendar iswalun that the engravings decorate
charts that provide a concordance of the dayseoiek with days of the month for
1928-1955.

118 pyplished by John Lane in 1936.
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Gill's contrast of Gwen Raverat’s engravings ofatdife, which he saw as “little
... yet big in spirit,” with Leighton’s “presentinp¢ noble massiveness and breath of the
life of the earth on a scale so grand” also rimgse.tRaverat’s portrayal of the English
countryside has a quiet, lyrical quality that casts with Leighton’s bold, masculine
conception of the land and those who work it. Yeeirtwork is tied by a deep
commitment to the countryside and an embracingpéets of modernism to articulate
the relationship of the rural people to the lanady Rhonda’'§ime & Tide the feminist,
then radical political and literary weekly, pubkshRaverat’Monthly Calendaiover
1930 in twelve installment¥’ that depict agricultural life and recreational tpass
around Raverat's birthplace of Cambrid@E{ober July, figs. 2.5, 2.45}!% As Joanna
Selborne observes, without urging the harsh realif life, they yet display an
underlying seriousness, and even “seemingly caldnuacomplicated images are often
imperceptibly tinged with melancholic or ominougdertones.” Raverat’s ability to
capture the “spirit of the place” and to elevate tbmmonplace made her work highly
appealing both to her public and her fellow woodramers, notably Leighton, but they

do not carry “sociological” messages like Leightt®

117 Founded by Margaret, Lady Rhondda in 1920. Theaafings were published each
with a poem by “Chimaera” (pseudonym for authoraBler Farjeon) in the first issue of
each month. Joanna Selborne and Lindsay New@aen Raverat, Wood Engraver
(London: British Library; New Castle, DE: Oak Knéltess, 2003), 86, 116-17, gives the
exact dates of publication and the various statéseoengravings.

118 Raverat (1885-1957), a granddaughter of Charlesiidavho helped found the
Society of Wood Engravers.

119 Selborne and Newmawen Raverat72. Regarding their formal means, both
women developed unique, innovative styles that|emwioted in traditional
representation and the close observation of theralavorld, owed much to modernism.
Raverat’s soft, painterly approach reflects an kspionist interest in the effects of light
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If the period commentators were aware that Leightas questioning societal
values and raising the specter of past and futams whey did not convey them. Nor did
they view her work as an exercise in nostalgigbfggone days. Although she rightly
sensed that Leighton had an uncommon ability totitlewith her subjects, Mitchison
felt that she had a “straight and innocent and al@Mriendly vision of the world” that
conveyed “peaceful and eternal things.” Leightorsek seems to have belied the book’s
serious, sometimes grim, leitmotif, characterizing project to Vera Brittain as “such an
unemotional thing ... what could be less exacting tagraving & writing about pigs &
farmers?”, while trying to understand why she wagmotionally and mentally
exhausted from doing the j0f° She is, for whatever reason, choosing not to addtee
pressing concerns that the book takes up howevigueby: death, slaughter, suffering.
We can read these as manifestations of the naitdal of living things or as a critique
of modernity, or both. The context within which shkeote to Brittain may help explain
her focus on the subject’'s mundane nature. Leigh&mhjust broken down, having read
parts of Brittain’s newly publishet@iestament of Youth her diary that provides an at
times wrenching account of her courtship with Rdldnring the war, his untimely death,
and her and the Leighton family’s grief. Brittaiachboldly made public her innermost
feelings, while Leighton was left to subtly exprées concerns under the dictates of the

rural life genre.

and shade on form, avoiding any continuous blacktote outline; Leighton’s eye fixed
on underlying structure, creating powerful desighsolids, voids, and organic shapes.
Choosing one of Raverat’s best-known engravingaiigh to distinguish their differing
approaches, Leighton stated directly, “In Mrs. Rat/ie Bowl Players in Franceve have
the painter’s attitude towards the block rathenttie draughtsman’s,” Leightowood-
Engraving and Woodcut84.

120 Clare Leighton to Vera Brittain, 12 July 1933, ¥@rittain Papers.
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Audience expectations and the means by which aattb viewer communicate
and receive messages may have contributed to h&Froporaries’ overlooking the
deeper significance dthe Farmer’s YearBroadly speaking, it may reflect the nature of
its literature genre and the expectations thautiience brought to the book, to provide a
comforting, nostalgic portrayal of traditional life counteract modern anxieties. On a
more basic level, the text requires a careful regdas Leighton embedded concerns and
allusions in a frequently anecdotal narrative t@atnot match the creativity and authority
of the monumental engravingBhe Reapef(fig. 2.22), which is embossed on the cover
and illustrates the title page, embodies the mldiip of ways in which her imagery may
be read: the farmer is bent to the labors of thiecalgural year but also to the common
fate of created things; the scythe is both a udafuh tool and a symbol of death, easily
transposed from its practical use in the rural di¢ola symbol of people’s seemingly
endless readiness to turn from creation to destrudilore than an original vision of the
English countryside, in Leighton’s hands, the laage became a powerful instrument to
convey national identity and patriotic promise, ¢ors of redemption, desolation, loss,

and disillusionment, and a universal sense of hufolfn
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CHAPTER THREE

FOUR HEDGESMEDIATING TRADITION AND MODERNISM

This chapter seeks to position Leighton’s visioanfdscape and Englishness in
the wider socio-political and cultural climate bet1930s by analyzingour Hedges: A
Gardener’s Chronicl€1935, fig. 3.1), word and visual impressions ef &hiltern Hills
garden thamediate nostalgia for traditional ways and modendfi§he idea of the
garden as an embodiment of national identity presvid framework here for analyzing an
individual's shaping of an organic setting. Closadiated to the book’s seemingly
contradictory sensibilities are her and Noel Bfaild's activism to preserve views of
nearby sites of ancient heritage and their intrtidacf continental modernist elements
into the landscape, which further negotiate cotitigsenses of past and present. | will
argue that Leighton mediated these seemingly atimitj approaches to the land in a
search for continuity and order between past aadgmt, at a time when the countryside
was undergoing unprecedented rapid change.

While Leighton’s professional identity was closéhked to the portrayal of
traditional rural life, her significant engagementh modernism, as evidenced in the
illustrations ofFour Hedgesand the modernist studio she built on that propstile

working on the book, must also be taken into actolime common identification of

! Clare LeightonFour HedgegLondon: Gollancz; New York: Macmillan, 1935).



nostalgia with preservation and resistance to thegnt does not follow in this case. As |
discuss in my Introduction, cultural geographensding a “powerful historical
connection between landscape, Englishness, amdddern® during the interwar years
has stimulated art-historical studies, which drawilar conclusions about the landscape
art created during the late nineteenth and eamdytiwth centuries. These perspectives
provide an enhanced framework in which to conslidgghton’s responses to the natural
world and the manifestations of modernism, as opgpds a more conventional approach
that tends to polarize the latter with tradition.

| also contend thdour Hedgesxhibits a socially progressive sensibility, an
egalitarian focus that reflects Leighton’s persdnahanitarian ideology and her socialist
publisher’s, and contributed to the broader pdltend cultural debates about British
society that marked the interwar years. Hers isogressive version of Englishness that,
while responsive to the gains made by the muchrgeth post-war working-class
electorate, diverges from the ordered patriarct@ehof society advanced by the
nation’s leaders, including the Conservative StaBlaldwin and Labour’'s Ramsay
McDonald, to bring about a unified and peacefuietyc In Four Hedgesthe status quo
gives way to a vernacular landscape that celebcatesnunal effort and the
commonplace. While her overall engagement withBthekinghamshire landscape
suggests a pursuit of continuity between past aesemtfFour Hedgeseeks change in
the established social order of class and rankitg about a more democratic society,
one in which people are not at conflict but unittdommon purpose toward the land, a

very different vision from that evoked by the tygigarden book of the period.

2 Quoting David Matlesd,andscape and Englishnesst, 16.
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Overview

Commissioned by the socialist publisher Victor @oliz,Four Hedgesontains
eighty-seven engravings (six of them full pagéjt depict over the course of the year
the flora and fauna and the establishing of a gaadéner and Brailsford’'s property near
Monks Risborough, Buckinghamshire. Her observatan reflections issue directly
from working the holding’s windswept chalky soilhigh they bought in 1931 and
named Four HedgésDuring their brief visits and more lengthy sumragys, this
relatively small parcel of land provided a refugent their urban environment while
easily accessible by rail from London to the WisigdélHalt, opened a few years earlier in
response to suburban developntednder the seasoned guidance of a local gardeer an
housekeeper, these city-bred professionals shamkdudtivated the land and became
acquainted with the villagers’ customs, the ar¢a®graphy and historic sites, all of
which were undergoing tremendous stressful chandendevelopment and related
aspects of modernity. While the engravings of @amd animals weave intimately into
her narrative, they are portrayed close up andhem 6wn, not even in their immediate
let alone larger environment. A number of printevglher and Brailsford working the

land with their gardener and housekeeper, yet ltergleaves to the reader’s imagination

® The largest number of engravings for any bookilihstrated.

* Clare Leighton to Hilaire Belloc [c. 15 June] 198klloc Papers: from Icknield
Cottage, Peter’s Lane, Monks Risborough, Buckse*had your letter sent on to me
here to a cottage I've invested in.”

® The property looks up toward Bledlow Ridge frorora) a stretch of the Icknield

Way, which predates the Roman conquest. The stapened in November 1929;
“SP8004: Monks Risborough Railway StatioG&ograph Web, 16 Jan. 2009.
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the buildings that she and Brailsford erected enpitoperty: a traditionally styled cottage
and a modernistic studio.

The book opens with Leighton’s and Brailsford’suretto Four Hedges in April,
a time of renewal, after a lengthy absence, aridvisl month by month the changes in
the garden. Highly autobiographical, it builds olomg literary tradition deriving from
direct observation of the natural world. Her diseaes about local birds, animals, and
plants; an awareness of the indispensable butdéragerdependence of the web of life;
and a compassion towards all nature are in thé spiGilbert White’s continuously
reissuedNatural History of Selborngl789). Her friend the poet Edmund Blunden’s
assessment of White’s contributions could applydamghton’s: He “did not presume to
give animation to the inhabitants of his tithe-mapaseteive it from them by virtue of a
supreme modesty, a constant curiosity, and a sEnserlds within worlds.® Four
Hedgeslso follows such well-regarded nature studiestamnias Bewick’s observations
of birds, Richard Jefferies’ late-nineteenth-ceptewvocations of his native Wiltshire, and
commonplace books like Rider Haggard'€sardener’s Yea(1905). Intended for the
holiday gift marketFour Hedgedas an affinity with Victorian gift books on naguand
gardening, whose authors’ observations and emdtiesponses helped popularize a
genre often closely affiliated with scholarly natlism. These varied works, abundantly
illustrated with pen-and-ink drawings, prints ,ley Haggard'’s, photographs, provided
Leighton with a broad spectrum of inspiration, easrshe used her own senses to catch
the passage of the year through her garden. Amdth€8ewick, hers was a rare example

of one hand crafting word and picture.

® Edmund BlunderiNature in English Literatur¢Port Washington and London:
Kennikat Press, 1929), 135.
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The Garden as Symbol of National Identity

Taking the premise that the turn-of-the-centumdga often acted as a metaphor
for traditional England and quietism, the followiwgl argue thatFour Hedgegrovides
a sense of constancy and reassurance againstdietiesiof modern life while acting as
a agent for progressive social change. In a stfidinglish gardens associated with small
country houses between 1870 and 1914, Anne Helmoeintends that changing
horticultural styles reflect broader debates witthi@ culture and that the discussion of
the styles and forms of English gardens intersesiddnotions of national identity: “The
leading styles of garden design sought validitptigh recourse to the label English, and
the garden was adopted as a symbol of nationalitgérGardens were not just pieces of
land cultivated by individuals, but offered “comipet visions of the national public
discourse to express desired perceptions of themyaSeemingly apolitical, the garden
embodies “a collection of ideologies, sometimestiaahictory, bundled together and put
to different uses.” Helmreich frames debates owanél and aristocratic versus “natural’
and “peasant” styles, the use of native plants,iaindduction of foreign materials and
technologies both synchronically and diachronicdliye finds that turn-of-the-century
gardens were used at times to counteract anx@tigrschange, articulate desire for an

alternative way of life, and mediate or accentutiffierences’ For example, when used

" Anne HelmreichThe English Garden and National Identity: The CotimaeStyles of
Garden Design, 1870-1914\ew York: Cambridge UP, 2002), 1-3, 224, whidnides
from her “Contested Grounds: Garden Painting ardritiention of National Identity in
England, 1880-1914,” (PhD diss., Northwestern Urli994). As Helmreich sees it,
debates that pitted the ordered, formal garden twild” and “cottage” gardens resolved
in the collaborative designs of the garden desi@etrude Jekyll and the architect
Edwin Lutyens.
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as a metaphor for England, the garden served s$etatfie blight of industrialism and
stimulate patriotic attachment to country. By comsting an Edenic image of beauty and
order, the darker aspects and problems and arigfti@modern life were avoidéd'With

its emphasis on rural life ... and domesticity,” fegden best encapsulated assumptions
identified with traditional England by many at tiven of the century.Perhaps Gwen
Raverat’'sThe Garder(1936, fig. 3.2) epitomizes these ideals of domestim and

order, portraying nature controlled and shapediwitim unthreatening, almost hermetic
environment.

Raphael Samuel discerns a continuing associafigardens and gardening with
national virtues during the period between the ywaten gardening established itself as
“the most widespread leisure pursuit,” riding tlewgth of suburbia and the contraction
of domestic service after World War . Its predoamnhimage projects domesticity and
peace as opposed to a heroic nation of conquerees, becoming “the greatest argument
for quietism” in the face of unprecedented sodmnge. As the avid gardener-
householder tells his wife ifihis Happy BreedNoél Coward’s fable of interwar British
domestic life, “We don’t like doing things quickiy this country,” using the slow,

predictable order of the growth of plants as artlization for staving off reforrif,

8 As | discuss in Chapter One, Leighton’s illuswas for Alan Mulgan’$iome(1926)
reinforce his use of this metaphor.

® Helmreich English Garden230.
19 Raphael Samuel, “Introduction: Exciting to be Estgy!" in History and Politics

Patriotism: The Making and Unmaking of British Matal Identity, ed. Raphael Samuel,
vol. 1 (London and New York: Routledge, 1989), xxv.
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Four HedgesEgalitarian Vision

Leighton’s horticultural and egalitarian interesiterface inFour Hedgedo
develop an alternate vision to long-establishedesad garden design that typically
align the landscape of privilege and hierarchy wilfional ideals. Her engravings and
narrative speak of commonplace and locally natpecies as well as people of the land,
their culture and traditions. Chapter OAg(il) establishes an orientation that focuses on
the everyday: a cowslip, that folk-medicinal wilgifter commonly found in pastureland
(fig. 3.3), illustrates the opening sentence, “Qsran ordinary garden.” The narrative
underscores this vision by referencing the forreeigh meadowland’s past public
communal function as part of a commons open tardll an Enclosure Act ended
traditional rights, with the parish rector apprapirig the land in the 18305Her
justification of the garden’s design reveals a@efr authenticity and an engagement
with the site’s natural surroundings as opposeathitating older gardens, which to her
smacks of artificiality as well as an elitist sdmigiy. While the holding stood near
historic houses set in great gardens along the €hgB8towe, grand testimony to
Capability Brown, Charles Bridgeman, and WilliamrKday only a few miles south),
she would have “no sentimentality ... no willfullyegular edges to ornamental ponds,
no badly-sculptured garden figures, no timiditywh itself in an escape into false
‘mossy bits’ or an aping of the old-fashioned. Withrich soil or shade-casting trees

arched over great stretches of long rolled lawrip@llow, age-silvered bricks” walling

1 | eighton,Four Hedges11. Cowslip derives from an Old English word niegrcow
dung.
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generations-formed designs, Leighton and Brailsébrdggled to cultivate the chalky
earth whose slope exposed it to fierce winds. Fiewleurishing in the rich Thames
Valley soil prompt her to ask, “Is there somethimgis that enjoys the hard fight we have
had for our plants in the cold chalk of our hils, that we resent this easy profusion that
shows no sign of battle?-- a reflection that affirms the hard labor, pstsice, and
well-earned pride that characterize the countrly fioltheir struggle to eke out a living;
Leighton aligns herself with the common people,thetlanded gentry who have long
benefited from the most fertile land.

The engravings celebrate ordinary indigenous sgeniindividual detail, without
the context of their wider environment, each exawapicted for its own worth rather
than forming part of a collective identity. Natilgerries growing in the hedgerows
(Berries fig 3.4) and common fauna such as the blackbadant two of the few full-
page illustrations. The full-pagi/eeddfig. 3.5), which focuses up-close on roadside
flowers altogether lacking pedigree or hothousgionyifinds beauty and value in
commonplace shapes and patterns. This oblique catanyeon English hierarchy and
social exclusivity becomes pronounced in the niamgal he page facing this last
illustration tells of Leighton’s childhood defenska bouquet of weeds that she entered
in a flower show otherwise filled with showy hewlm and greenhouse displays. But
children become acculturated to prejudice; onlydbentry people remain the true locus

for “right” values and seem to harbor “no feelimg €lass.*®

12 |bid, 35.

13 |bid, 30.
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The engravings and narrative address the reldtipi®etween Leighton and
Brailsford as owners of Four Hedges and the coyrgople who help them tend the
garden. Full-page illustrations depict “master amah,” as the usage still helttoiling
together as equals or at least comrades on thgAahdp Full of WindfallsPlanting
Trees figs. 3.6-7). Here Leighton admits no social ensions, portraying the hired help
not as subservient to Brailsford and herself butngas in cultivating the soil. Rhythmic
curving patterns link the women as they harvestespBrailsford and the gardener toil
in common cause to ensure that a transplantegtreeses. Leighton carefully depicts
their differences in dress: although their workscaqicate common effort, Brailsford
wears a gentleman’s waistcoat and jacket, whiteng Ltility apron protects the
gardener’s clothing iPlanting TreesLeighton’s flowing skirt and straw hat that shades
her from the sun contrast with the housekeepers bead and gathered tunicRicking
Strawberrieqfig. 3.8) all of which serve to identify them and indicateisl rank.
Leighton’s suggestion of different social classgshmon effort and concern would not
be readily apparent had she shown them similadgsird. Here a commonly held respect
and admiration for the land’s life-giving capabég unite the transplanted townspeople
and country folk, the professional and the laboudlagses.

The narrative speaks to Leighton’s perceptiorth@fcountry people and how
they regard their employers and their own standiig casts the gardener and

housekeeper as embodiments of the country follep daasdom of the natural world,

14 My italics, not quoting from Leighton’s text.

15> The two-thirds-sized-page engraviRigking Strawberrieglso conveys a sense of
Leighton’s and the housekeeper’s unity of labor.
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with the power to forecast weather from the skyammdl, animal and bird behavior, and
to gauge the proper times for planting, insightt the town people do not possess. But,
to her consternation, she finds a subservientigelfftity and remnants of the old order
persisting in these skilled, thoughtful people’sids. For all the couple’s progressive
sensibilities, the gardener expects them to keeg egrtain standing and appropriates the
cold frame for cucumber plants in order to mainthimimage of gentility that he feels
his employees must keep up; coddled tomato seeddirega close second to hothouse
cucumbers as a mark of standing. While these ensbtémrefinement make the couple
“fit employers for labour” and validate the helpkce in the social ordéf they do not
warrant a place among the many plant illustratibtese, what is not visualized is as
instructive as the illustrations themselves. Mosrpengravings and text firmly avoid
idealizing references to the traditional socialesrdf the old English countryside, or the
mindset of those would look to a more distant dicél past to reinvigorate the
countryside by reviving an idealized medieval @atiny.

Leighton speaks for a rural working class thatifegl widely in visions of
Britain’s national character but in reality remaimaarginalized in the social order, even
as the nation became more democratic in the wakéoofd War |. The social historian
Laura Beers points out that by the time of the garedection of 1935, British politics
had been transformed, largely by the franchise msipas of 1918 and 1928, from an
“elite club composed of and representative of aavasstratum of property-owning men
into a mass democracy. Nearly all men and womentbeeage of twenty-one were

eligible to elect a parliament that, while stilldmated by middle-class men, included a

16 Leighton,Four Hedges23.
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growing contingent of working-class and female espntatives®” The realization of
near-universal suffrage raised hope on the Leftdhmaore egalitarian society would
come into being. In his study of changing charazé¢ions of Englishness, Peter Mandler
summarizes the leftist perspective on the natiohatacter of 1935: “English soil was
more fertile for democratic socialism than GermanyRussia, then in the grip of
militarism and authoritarianism,” and cites the dabpolitician Hugh Dalton’s using the
apocryphal tale of the French journalist who hgraeross the Channel to cover the
“English Revolution” supposedly set off by the 192éneral Strike, only to discover a
fraternity of strikers and policemen playing fodtbBut Mandler also makes it clear that
fundamental attitudes were slow to change; fedn@tcountry’s passing into the hands of
semi-educated, “average” people who had lost “tineved and natural instincts of
ignorance without gaining the difficult and compatirsg wisdom of culture” loomed
large!® Leighton’s seeming dismissal with conventionakrand order arises from her
view of people as individuals of worth as opposethembers of the artificially imposed
divisions that dictate inauthentic identity.

| would argue that Leighton’s engravings of “masted man” working the land
as equals and her affirmation of the non-urban fajom, which was frequently deemed
to have retained an innate wisdom in the face adenuzation, were moved by private
emotion no less than public political commitmertieTimages project her and

Brailsford’s vision of a classless society, chaljieg the status quo to offer an alternate

17 Beers,Your Britain 12.
18 peter MandlerThe English National CharactéNew Haven and London: Yale UP,

2006), 149-53. Britain’s first and only Generalil&trlasted from 3-13 May 1926, gaining
no concessions for the striking coal miners.
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vision of the nation at a moment when leaders efNational Government were actively
engaged in reinvigorating hierarchal Britain. Is Btudy of the British people’s
perceptions of their society, David Cannadine asghat hierarchy probably remained
the most attractive construction of British intengaciety, “as the visions and
representations of hierarchy were reconstructeddstablish it in an era when the
traditional ordering of society seemed under urgueated attack’® He finds that both
the Conservative Stanley Baldwin and the soci8a&nhsay MacDonald, who
successively led the coalition National Governnadter Labour fell in 1931, embraced a
view of the world in which “continuity and stabylitrank and order were maintained
against the disruptive and leveling social regites seemed in power everywhere
else.” Both royal and non-royal public life remained arigzed around traditional
hierarchical procedures despite the decline ofamatic society; whether Britons
defended hierarchy or lamented the still-prevailfieglt of inequality,” they largely
viewed as given an order “so venerable and alp@ing, so hallowed by tradition and
permeated with pious emotiorf’For Leighton, people coming together to work the
land for productive purposes offered a source déoand continuity that could naturally
transcend social hierarchy, in harmony with her @&eking to create an alternative

collective identity stemming from common purpose.

19 CannadineRise and Fall of Class in Britajril47; his chapter “The Twentieth Century:
Social Identities and Political Identities” (109)G&ovides an overview of numerous
politicians’ and writers’ attempts to understand aategorize British society and the
various models they proposed.

%% |bid, 143, 145.

21 pid, 147.
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Four Hedgesegalitarian images of employer and employeengiliogether on
the land challenged Baldwin’s widely publicizediois of “‘cohesive inequality™
modeled on both farm and factory alike, “stablgamic, harmonious Burkeian
communities in which identities were individual gpetsonal, reinforced by a shared
sense of ancestral roots and historic associatiagre everyone knew his or her
place?? But | would suggest that Leighton’s finding soispatterns among the more
deeply communal sphere of the countryside was ipalaable to her readership than
had she situated it in the factory. Images of ulbhor had the potential to project class
war, class struggle, and the specter of strikes.ctuntry folk, however idealized, were
seen as plain practitioners of a “right” way ofihig, in tune with the land and the
seasons, practitioners and memorialists of the@atistoms and traditions that were
foundering under modernity. Leighton shows that &éesv arduous their labor, so often
intensified by far-from-ideal working conditiong/érm Weather Comindig. 3.9), the
country people’s indissoluble ties to the land watbspensable to its successful
cultivation Digging Potatoesfig. 3.10).

With the exception of several independent enggsrthat depict the hardships of
working people, and especially of the unemployeBépression-era New YofR,
Leighton never addressed urban labor, even thdughabour Party was historically
associated with the urban working classes. ThisamMasction of her close identification
as an illustrator of rural life early in (and thghout) her career as well as her deep belief

in the emotional and spiritual healthiness of wonkthe soil, a belief she practiced for

22 pid, 143.

23 Snow Shovellerl929) andBread Line(1932) are discussed in tEgilogue
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most of her adult life. And, as | have discusse@lapter One, her scenes of country life
resonated with Labour activists, notably Brailsferdsion to attract the new rural
franchise to the party during the late 1920s. Isagf®wing the positive, comforting
attributes of a seemingly unchanging, cohesival world (as opposed to those that
could be interpreted as condoning or promotingsclear)took on an even greater
significance as the Labour Party struggled to defiself. As Cannadine points out,
Labour itself was split over ideology: the Left @aded the party “existed to promote class
war in the interests of the workers, while thosdl@Right rejected the idea that Labour
represented only one class and discounted the Btahdory of class war and class
struggle,” believing that the party existed to ffient the interests of the community as a
whole. | would suggest that Leighton’s egalitarg@mdening scenes aligned with those
who viewed Labour’s objective as “justice for alen and women of every class who
live by honest and useful work?”

How closely did~our Hedgesegalitarian themes reflect its publisher’s ideptd
Victor Gollancz (1893-1967), a radical humanitarianglish Jew whose firm (founded in
1928) was a major force in twentieth-century Bhifiiblishing?> commissionedrour

HedgesandCountry Matterqdiscussed in Chapter Four), which carry the most

24 Quoting the Labour politician Philip Snowden, iar®adineRise and Fall of Class in
Britain, 143.

% See Ruth Dudley Edwardsictor Gollancz: A Biographylondon: Gollancz, 1987)
and Sheila Hodge&ollancz: The Story of a Publishing House, 192881@bndon:
Gollancz, 1978). Gollancz’s interests were widegrag, from books with strong
socialist leanings to high-quality novels, accowftsountry life, and science fiction. For
example, he commissioned George Orwell to deplwdmmworking-class life in northern
England in what becanihe Road to Wigan Piewhile he brought out Daphne du
Maurier’s conspicuously unproletari&debeccan 1938.
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egalitarian perspective of all of Leighton’s booRsdedicated supporter of socialist
movements, he founded the Left Book Club with thédur Left Stafford Cripps and the
Marxist theoretician John Strachey in 1936, totedi@e and give British socialism a
body of serious theory. Gollancz published StrathpglemicThe Coming Struggle for
Power(1933) and commissioned Brailsford to complemewnith a book linking
capitalism and warRroperty or Peace?1934)*® The American historian Stuart Samuels
sees the LBC'’s legacy as “the greatest single foré&ngland for the dissemination of
left-wing thought. It injected ... the first effecévdose of Marxism into the English
cultural bloodstream ... [and] helped popularize & pelitical vocabulary, especially
such terms as full employment, socialized medidioen planning, and social

equality.”®” | would argue thaEour Hedgesworking-people’s perspective fitted only
rather obliquely into its publisher’s socialist allegy, while harmonizing with his aim to
capitalize on the current demand for books on gangeand rural life. Socialist
sensibilities mediate with naturalist observationflora, fauna, and the seasons, nostalgia

for country life traditions and custom#/ith the rise in popularity of gardening among

26 Brailsford’s most nearly Marxist work argued thrate democracy and order in
economic life and world affairs could only be act@ié within a socialist society in which
most private property had been superseded by powinership of industries and
services. In his quest for a classless societyi|ldoad, who had spent three months in
Russia in 1920 and had entertained real hopesiédo€bmmunist state, looked to the
Soviet model while rejecting its brutal relianceintimidation, censorship, and
propaganda -- walking, as Leventhiaa$t Dissenterl64, 236-39) puts it, “a tightrope
between democratic liberalism and Marxist regimioa’ But his independent spirit
soon clashed with Gollancz’s reluctance to pullhsbks critical of the Soviet Union.
Why Capitalism Means W#t938), written to meet Gollancz’s request foioakbon the
history of socialism, infuriated its inspirer witls criticisms of Stalinism and
totalitarianism, which he saw as a “violent antvebtirade,” Ibid, 249.

27 Stuart Samuels, “The Left Book Clulldurnal of Contemporary Historyl.2 (1966):
84.
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the middle classes during the interwar years, hacdbncomitant interest in gardening
books,Four Hedgesvision of employee and servant working side liesio shape an
“ordinary garden® had the potential to reach a audience far beyoaiodf the more
narrowly focused, doctrinal socialist literature.

With its numerous illustrations and carefully pladrvisual integration of type
and engravingg;our Hedgesvas a popular success, warranting several reiskuex)
1935-36%° Joanna Selborne observes tRatir Hedges“the first of a series of country
books published by Gollancz for a mass market ..s]Wargely responsible for
popularizing wood-engraved nature illustration,tlapurred him to issue more books on
rural life in the same style and fornidiGollancz commissioned two collaborations
between the country life writer H. E. Bates andwu®d engraver Agnes Miller Parker,
Through the Wood&l 936) anddown the Rive(1937), which followed this design and

proved highly populat* While they reflect Bates’ interests, observatiarsj opinions,

28 Leighton,Four Hedges11.

29 Including a second imprint in 1935, reprint ane finst cheap edition in 1936.
Macmillan released the American edition in Novemb@35. Recent interest: Gollancz
1970 reprint; Sumach Press 1991; Gardeners BoOkg,, 2.ittle Toller Books, 2010. On
the book’s popularity: “V. G. tells me he sold 70&f the cheap edition of 4 Hedges,
which is pretty good, isn't it?”, Clare LeightonYra Brittain, 30 Dec. [1936], Vera
Brittain Archive.

30 SelbornePritish Wood-Engraved Book lllustratipB79, noting that Leighton had
originally proposed about 100 illustrations. Selt#s information derives from a
conversation with Leighton in 1983 and the GollaAczhive. The Title Files, which
contain the correspondence between Leighton ankdu@al, are now in the Orion Books
Archive, London, but not accessible at this writifgances Wollen (UK Rights Director,
Orion Books) to the author, 29 March 2011, Email.

31 Studies of Parker’s work include lan Rogersbine Wood Engravings of Agnes Miller

Parker (London: British Library, 2005) and Selborrzjtish Wood-Engraved Book
lllustration, 282-92.
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neither seems concerned with pressing for gregtgaly or challenging social
hierarchy, leaving us to evaludteur HedgegandCountry Matter¥ as the unique
collaboration of its radically minded author andiabst publisher.

Four Hedgespopulist vision was at odds with other garden gaddening books
published during the interwar years, which wergéty illustrated with photographs and
continued a pre-war concentration on the gardedsanses of large country estates.
Intended for a middle-to-upper-middle-class amatgudener readership, thenodus
operanditook for granted a certain level of wealth -- greperty of the landed classes
cultivated by the working classes. The imposingntguhouse or substantial “cottage”
served as the focal point, visually integral to afteén dictating the design of the garden.
The Cottages of EnglarmhdHomes and Gardens of Englarssued by B. T. Batsford,
the largest publisher of country-life books betwdanwars, exemplify such an
orientation Homes and Gardens of Englasdrontispiece shows an aerial view of the
imposing, fortress-like Haddon Hall surrounded hyeapansive private park that flaunts
sheer unproductive display, a massing of estaldiplogver and significant wealth (fig.
3.11)? But Four Hedgegakes no account of where the garden’s ownersliseally the
focal point of the property and a prime indicatbramk and material standing. Even
though Leighton refers to the cottage in the tiéxipes not figure in her garden layout
and warrants no illustration, not even allowingoaparison to pictures of gardens that

feature less-imposing structures.

32 Basil Oliver,The Cottages of Englar{tilondon: B. T. Batsford, 1929), with a preface
by Stanley Baldwin; and Harry Batsfotdpmes and Gardens of Englaicondon: B. T.
Batsford, 1933).
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The unassumingly working-folk perspectiveFafur Hedgeshallenges these
material assertions of landed proprietorship andltveas well as gardening books that
uphold the language of social inequality and pregeifhe popular author Beverly
Nichols’ (1898-1983) much-reissued bestsdllewn the Garden Pat{i1932) displays
social pretension and pithy self-deprecating anesdabout putting up with an ill-
mannered, inattentive manservant and Nichols’ olunders in laying out a garden at his
cottage in Glatton, suggesting a rarefied worldolled lawns manicured by an array of
subservients, reinforced by the illustrator andgless Rex Whistler’s decorative, even
fanciful, pen drawings (fig. 3.12}.Pretentious ornament, embellishments, and allgsion
to classical mythology point more to the likes nfedegant pleasure garden aligned to
aristocratic sensibilities, than a garden devategloiod part to utilitarian endeavor.
Nichols’ narrative’s tone implies that he would eevave allowed himself to be pictured
sweating over a fork with his servanBown the Garden Patfemains a foil to
Leighton’s earth-rooted observations -- includihg proverbially lowly snail and
earthworm (figs. 3.13-14) -- which set a value upature only marginally under human
control, and those who tend it for what they atee Sictures these creatures not as
insignificant but as worthy, rightful citizens dfe earth, each species evoking from its
own her emotional response, index of an interestimeg far beyond the naturalist’s
impulse to delineate and recoferdg, fig 3.15).

Even more progressively oriented garden and ganddyooks that speak to the

post-war economic difficulties of keeping up laggeperties and their attendant keepers,

3 Beverly NicholsDown the Garden PatfLondon: Jonathan Cape, 1932). Whistler
(1905-1944) also illustrated its two sequélsThatched RodfLl933) andA Village in a
Valley (1934).
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for instancelhe Modern English Gardgj1927) andrhe Garden of Toda§1933),
assume substantial gardens and employ full-pag®gtaphs of large garden areas and
estates as opposed to close-up depictions of shaibiplants and creatures that frequent
gardens?’ As this popular interwar genre demonstrates,ahd tontinued to serve
largely as a marker of belonging to a certain stradf wealth and landedne$sur
Hedgesthen, had the potential to further public disseuon the nature of a more open
society and its hopes for development in Englamihdiuhe '30s. The book’s vision of a
dismantled British social order had to be put almig to conform to the dictates of the
country life genre, and it is not known whetherrdaders caught how different its
viewpoint was. In contrast, Brailsford’s publishgalitical and social opinions were
much less constricted than Leighton’s; his numermwwe widely read articles and
books on contemporary domestic and internatiorfalrafreveal an outright unequivocal
appeal for equality and parity without regard tassl or nationality, with a particular
condemnation of Britain’s social elitistn.

Leighton’s advocacy of social and economic eqfigyres significantly and
more transparently in writings other than the rlifalgenre, particularly on the art and
craft of wood engraving, which were commissionesbad the time thaour Hedges

appeared, by publishers other than Gollak¢aod-Engraving and Woodcuts932);

34 E. H. M. Cox,The Modern English Gardetondon: Country Life, 1927); H. Avray
Tipping, The Garden of Todaif.ondon: M. Hopkinson, 1933), which had first apped
in Tipping’s column fofThe Morning Post

% Brailsford reiterates these long-held beliefStrelley, Godwin and Their Cirglg"
ed. (London and New York: Home University Librat@51), 42, 44, 47, 51.
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Wood Engravings of the 193(k936); and the same-year essay “Wood Engravihg,”
stress the medium’s egalitarian nature, and iteygig acceptance as a fine art, a
welcome advance made possible by rising educatgiaatiards in a public thus
increasingly prepared to take an interest in ad; &onically, by the current hard times,
which had forced talented engravers into illustigaitbooks in addition to producing their
own prints for wall decoratiofl. She asserted that “the wealthy patron has giventwa
the ordinary man” as a consumer of works of agatng a market well served by the
block’s capacity to strike off a far greater numbgfine-quality but inexpensive prints as
contrasted with the much more erodible etched aopla¢e. The private presses were
finding their “precious editions” no longer in denak for “the ordinary commercial
illustrated book” had attained a startling leveboflity as it was served by England’s
finest wood engravers. “Thus the bulk of the puldiable to know and possess the work

of artists that formerly was reserved for a sefeat”® She cited the important, recent

3 Wood-Engraving and Woodcuteprinted and new editions 1932, 1944, 19%8)pd
Engravings of the 1930&ondon and New York: Studio Publications, 193%Y,00d
Engraving,”G. K.'s Weekly24 Dec. 1936, 312-13. The 1936 publications carry
markedly more populist tone than the 1932 book.

37 Leighton,Wood-Engraving and Woodcu@4; “Wood Engraving,” 313. The bull
market for etchings in the 1920s collapsed durmgdepression years; Richard T.
Godfrey,Printmaking in Britain: A General History from iBeginnings to the Present
Day (New York: New York UP, 1978), 120, 125.

38 | eighton, “Wood Engraving,” 312-13. In her largéaated desire to provide art of
quality for the nation in general, she paralleleg $piritually inspired objects of her
ancestor, the early-nineteenth-century bookbindehidald Leighton, who introduced
inexpensive cloth as an alternative to the custgraad far dearer leather binding. As a
member of the Sandemanian sect, he had refusaldmut a patent, viewing such
assertion of property rights as immoral, in thatnviolved profiting from a gift from God.
To accumulate wealth was unscriptural and unjustidnks to David Leighton for this
about Archibald Leighton; David Leighton to thetaut 27 Apr. 2008, email.

154



establishment of subscription print clubs in thetebh States as demonstrating the
“downwards” trend of interest in that medium, “awfaym the specialising collector and
connoisseur, to the level of the ordinary membahefcommunity.” Ultimately a
“perfect state of existence” would arise, “whereigno longer an esoteric thing, to be
understood by an elect, rich few, but is a necg$sitthe masses:® The books
themselves function as highly democratic entiti¢ex. “how-to” manuaWood Engraving
and Woodcutswith photographs of the tools and demonstratafribe various stages of
the engraving and printing processes, purportedach the art and craft to anyolki¢ood
Engravers of the 1930Bustrates the versatility of the wood engravagyan expression
of the artist’s design and intention from an egail@n, non-nationalistic perspective,
reviewing the work of engravers from nearly tweatyintries to illustrate the medium’s
uses, in categories ranging from traditional de¢pgntrayal of life “in a more or less
objective manner”), by way of book illustration acmmmercial design, to abstract
design. Such a leveling perspective contrasts thghprint critic Malcolm Salaman’s
nationalistically oriented’he New Woodcii930), which groups selected artists by their

country of origin®®

39 | eighton,Wood Engravings of the 19300. The use of the print for a mass market
was not new; William Hogarth had employed it witle@t success in the commercial
reproduction of his paintings. For a discussiothefeighteenth century as the great age
of the English print, “traditionally the most dennatic of all the arts,” and as a primary
source of entertainment and edification for theansj of the populace during the
Victorian era, see Brenda RRjctures for the Parlour: The English Reproductirnt
from 1775 to 190QToronto: Art Gallery of Canada, 1983).

0| eighton,Wood Engravings of the 193055; Malcolm C. Salamaifhe New
Woodcut(London and New York: The Studio, 1930).

155



Interviewed in her studio at Four Hedges in 192ighton further articulated her
views on the need for art to be accessible andddfde, declaring it to be the artists’
responsibility to make their work inexpensive abdradantly available:

This popularization of art should be the woodctgtarm and ambition. |
have no patience with the attempt that is beingertadsome dealers
today to limit output so as to appeal to the snsifiess of collectors.
With etchings that cannot be reproduced indefipiteére is a reason.
With woodcuts there is definitely no excuse for lilgting of editions
and numbering of prints. Not only is it a far momeral attitude for an
artist to sell his prints at the lowest price amdhe largest quantities
possible, but | am sure that it will also be to ddwantage in the long run.
A wide following is so much safer than the whimsadew well-to-do
collectors*
This reciprocal benefit to artists and their pufdice argued, was most evident in the
Soviet Union, whose immense demand for cheap iitest books was such that “every
available Russian artist is fully employ&d?- a declaration which stems from
Brailsford’s first-hand appraisals of that cultakéring his months-long visits in 1920 and
1926% and her own study of Soviet works féMood Engravings of the 19308 which
they figure prominently.

Leighton’s vision of a world where the public bétesl from wood engravers’

readily abundant and inexpensive art came closkowthe medium was put to work in

mass-reproduced ephemeral images than to her aetiga. Although she insisted that it

was the responsibility of artists like herself taka art available to the widest possible

“1 Sybil Vincent, “In the Studio of Clare LeightorStudiq Mar. 1937, 146.

“2 _eighton, “Wood Engraving,” 313. Despite this pgtrhetoric, all her engravings
were printed in limited editions.

“3 Brailsford of course considered that “the socaln of publishing constituted an
intolerable censorship which could not survive with‘grave detriment to the liberty of
thought;” LeventhalLast Dissenterl65-66, quoting H. N. Brailsford;he Russian
Workers’ Republi¢London and New York: Harper & Bros., 1921), 88-90
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audience, the print market dictated otherwise,ii$he publishers, the socialist Gollancz
included.Four Hedgesindependently pulled prints were limited to antech of thirty,
just enough to satisfy a small group of collectarsile the book itself had a respectable
distribution for a specialized genre directed tawamiddle-to-upper-middle-class
readership, with production serving only what therket would beat? Her idealistic
rhetoric, which hinted at the supposed access-ekpaipractices of the Soviet
government toward art (but not its censorship)msemore a criticism of the capitalist
system of supply and demand than the beliefs shtiped. Regardless of whether
England would ever break the barriers of classeammhomic inequality, or whether “the
ordinary man” might ever purchase a copgur Hedgeoffered a more egalitarianly
oriented alternative to those aiming to meet theggmtious expectations of the better
classes. Although it capitalized on what had thégome the most widely enjoyed,
barrier-breaking pastime in Britain, it offered e gpective heretofore ignored by other

authors and publishers of the garden and garddiaog genre.

Bridging Tradition and Modernism

The second half of this chapter assesses Leightmgagement with tradition and

modernism during the 1930s, arguing that theseaaional polarities are not at odds in

4 Gollancz's refusal to let Leighton publish a fefvrmur Hedgesengravings in the
London Mercunypefore the book came out suggests a possessidsenwhile providing
insight into the relationship between artist antlgher. Leighton apologized to Scott-
James: “| feel pretty bad about it, but as | ammddhe blocks for his book, | am not in a
position to go against him.” Leighton to R. A. Sedames, 10 July 1935, Rolfe Arnold
Scott-James Collection, Harry Ransom Humanitiee&e$ Center, The University of
Texas at Austin.
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her vision of the rural landscape, even as her svavkoid examining the material effects
of modernization on the countryside. My conclusipasallel those of scholars in the
disciplines of art history and cultural geograpiiose recent investigations of the
British landscape from the late nineteenth centaryWorld War | find a strong
connection between landscape, Englishness, anddbdern (discussed in my
Introduction). While Leighton honors the countrysglvisual character overall and in
detail, she employs a modernist vocabulary to esgoits essential structure and vital
nature.Four Hedgeshows that her subject matter and her responséitodual plants
and animals determine the extent to which she erebra modernist idiom. Its scenes of
pre-mechanized rural labor that evoke nostalgidHferpast keeps up a dialogue with
modern life in its overt avoidance of change, exehe narrative directly addresses
modernity’s reshaping dhe land. Lisa Tickner's observation that “modemis ...

bound up with an interest in the formal procedwfesrt and the elements of picturing,”
and her expanded framework for considering artrefsitionships to modernism and
modernity serve as points of reference here. Shgesiis we should “consider ... [them]
as in some sense ‘modern’ within a cultural hiswiryepresentations of modernity,
rather than an art history of canonical moderristsleed, Tickner and David Peters
Corbett argue that artists’ apparent rejection oflarnity and the modernist experiments
of their contemporaries “obliquely” relate themtbh@se processes and are “inescapably

‘modern’ in [their] attempts to resist or evaderth™®

> Quoting from Tickner, “Afterword: Modernism and Mernity,” Modern Life &
Modern Subjectsl89; CorbettModernity of English Art5, 16.
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Leighton’s writings and artistic output from th@3Ds do not address the cultural
tension between Englishness, modernity, and intemelism that some British painters
experienced in the wake of the Great Depressiarnether an artist could “go modern
and still be British,” as the painter and wood ewer Paul Nash put ¥.Nash ultimately
resolved this conflict by approaching his nativedscape in constructivist and surrealist
vocabularies, which resulted in highly personalcatimns within the pastoral idiom.
David Mellor points out that calls by the leadingrmagazine th&tudiofor artists to
redirect their vision to “British pictures of Bisth people, of British landscapes ... a
thoroughgoing nationalisti” were at odds with Nash’s dedicated efforts to grgaith
modernism. Unit 1, the group formed by Nash, felbmivsts, architects, and the critic
Herbert Read in 1933 to revitalize British art, veathard defensé® against a tide that
“favoured an indigenous ‘British’ Culture which widiyprobably take the form of a
revival of ‘the Nature Cult’ -- a regression todii#onal landscape genres and
representationalisni*?Both Nash and Leighton were deeply engaged in slgapivision

of the English countryside, employing the landsdapexpress personal concerns. Had

¢ Paul Nash, “Going ‘Modern’ and ‘Being British WWeekend Review? Feb. 1932,
333, quoted in David Mellor, “British Art in the 39s,” inClass, Culture, and Social
Change, A New View of the 1936d. Frank Gloversmith (Sussex: Harvester Preds an
NJ: Humanities Press, 1980), 187. Mellor sees thigoNal Government’s suspension of
the Gold Standard in the fall of 1931 as a majotdiain bringing about this artistic
crisis.

" Studiq Feb. 1932, 63, quoted in Mellor, “British Arttine 1930s,” 186-87.
8 Paul Nash, letter to tHEmes(London), 12 June 1933, 10, quoted in Ibid, 188siNs
viewpoints were published during 1931-32 in Weekend Reviewhich was absorbed

by the left-wing political magazindew Statesmaim 1933; and in th&imesin 1933

9 1bid, 190; the material in single quotes is fromsN's letter to th&@imes cited directly
above.
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Leighton pursued painting, Nash’s primary mediurth&t time, to advance her vision,
she might have engaged more fully with modernisth@mtributed publicly to the
debates about what it meant to be a British adtising the period in which she was
working onFour Hedges

Although her professional commitment to Englishraioy-life book illustration
firmly links her to “the Nature cult?® Leighton negotiated a dialogue between landscape,
representation, and modernism; tradition and iniomapast and preserftour Hedges
full-page engravings have a strength of designdkates from a modernist vocabulary,
which includes the use of a flattened picture platgdization, and patterning. Rhythmic
forms unify the subject, whether the forms of aghividual plant or of people absorbed in
communal rural laborTransplanting Walnut Tredig. 3.16). Yet Joanna Selborne’s
assertion that her close observation of flora @uh& produced “purely naturalistic
compositions” is not entirely unfoundétiJapanese AnemoramdFledgling Wrens
(3.17-18) draw heavily on the naturalist illustr&ceye. | would argue that this variation
of formal means issued from her emotional respomslee subject and its unique nature
as well as her artistic intention. As she explaitee®tictor Gollancz as the book was

being planned, it would not be a text for profesalmardeners, but rather an evocation

>0 Although she exhibited with the Society of WoodyEavers in London, Leighton
rarely participated in group venues for her ocazalipaintings. Even when she
exhibited, just once, in October 1921, with the don Group (1913-1939), she did not
do so as a member; and this was before she dedlicatself to engraving. See Denys J.
Wilcox, The London Group, 1913-1939: The Artists and TWéirks (Aldershot: Scolar
Press, 1995),“Non-Member Exhibitors 1916-1939,”.179

*1 SelbornePritish Wood Engraved Book lllustratip879.
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of “the living things in the garden & the effedttbe garden upon me, too, as a living
thing.”>?

Japanese AnemoraadA Lap Full of Windfall§3.6), whose pages face one
another when the book lies open, provide a tempbaitstudying Leighton’s formal
approach to various subjects. Their correspondeligaty and boldness of attenuated,
curving lines meet the fine and pronounced markb®fngraving tools to create a
dialogue between naturalism and abstraction. Tkenane, which Leighton renders with
old-fashioned sentiment reminiscent of Victoriamndga-book illustrationevokes
nostalgia for heirloom species while aligning wiitie botanist’s interest in accurately
recording a specimet.Its naturalism has an affinity with the Victoriairgerest in
picturing individual specimens accurately to aidnlidentification, as well as the
decorative use of plant pictures in the wealtHloirated books on gardens and
gardening that appeared in the late nineteenthuperthe apple-gathering scene,
however, in its rhythmic patterns and balancedresid of light and shade, conveys the
vitality and purposefulness of present-day lab@ighton’s interest lies as much in the
essentially significant shapes and rhythms asubgest itself. Indeed, ikVood
Engraving of the 1930she indirectly cast her work as more attunedsiraction than
representation in its focus on “creative desigriick imparted a “greater importance to

the design than to the subject-matt¥r.”

®2 Clare Leighton to Victor Gollancz, 23 Oct. 1934pted in Ibid.
>3 Native to China, the Japanese anemone has pop@atish gardens since the 1840s.

> Leighton indirectly groups herself in the categtimeative design” by featuring one of
her prints;Wood Engraving of the 193085.
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With regard to dominant thematic patterfisur Hedgesengravings and text
establish a tension between nostalgia for tradalicountry ways and the frequently
unsettling here and now. The garden serves asrdignaf memory and heritage, a
place of refuge from modern anxieties; then asatqgin to display the unrelenting laws
of Nature. The sensually render@bwn Imperial(fig. 3.19) stimulates a longing for the
once-observed fertility rites of May Day and theafer’'s former place as a high
adornment of the queen’s crowhYet the clinically observeBlackbird Fledgling(fig.
3.20), ugly and alone on a near-blank page, digsial trace of fond sentiment or
vitality;>® Leighton subverts the idea of the garden as @&mifcepose and sweetness by
interjecting a strident image of the Darwinian gtgie for survival. | would suggest that
her frequent, at times jolting, shift from nostalgnages to harsh objective observation
reflects ambiguities of an interwar culture seelkingifort in an idealized past, longing
for a lost way of being in the face of the impermeace of life in a secular world,
confronted with an impersonal, fragmented existetroeen by modernization and
mechanization.

Despite the illustrations’ various formal meand #mematic tensions that seem to
speak for larger cultural issues of the tifReur Hedgesnaintains a visual integrity
arising from the illustrations’ stylization and armony and balance between them and
the printed page. The gracefully curvi@gape HyacintrandHyacintis geometric form

relate in their stylized, “clean-cut” shapes evernheey reveal the unique character and

% | eighton,Four Hedges25-26. Noel Brailsford’s “Magic of May DayNew Leader
30 Apr. 1926, 19-20, explores the history of tragian rite of spring.

*% Leighton’s written reaction to the fledgling is&srupt as the rendering: “I replace the
grotesque object;Four Hedges40.

162



structure of each bulb, even of the same familg122). The pages illustratir@herry
BlossomandTransplanting Walnut Treigs. 3.23, 3.16) exhibit skillful balance and
spacing among individual forms and the whole desagid between image, word, and
page.

Leighton considered wood engraving’s capabilitgxact clean and hard-edged
lines and pronounced contrasts of black and whithih an image and in its relationship
to the whiteness of the page) to be uniquely sutezkpress her times: “The definiteness
of statement that is inevitable in this medium ..one of the main reasons for the
present-day revival of wood engraving: a scienaifie that thinks cleanly and precisely
must carry this same attitude of thought into its'¥ In contrast to etching’s relative
inability to emphasize whites and blacks, wood awmg “permits of far greater
precision of tone and of a much stronger rendesirfgrm, which is the intellectual
element.?® Not only was wood engraving capable of expresieglominant attitude of
her times, it resonated with the modern domesterimor’s “strong simple lines and
proportions ... and the more general use of posiplan colours....” The increasing
preference for white walls was in harmony with tead black” of the printing ink, a
“denser black” than etching could produce. If thedmm aligned with a modernist
aesthetic, the subject matter and means of expressre not bound to this idiom: “In

short it does not matter if a work of art be treditl, ‘modern’, abstract or surrealist, so

>’ Clare Leighton, “The Mutations of the WoodcuX&w York Timesl6 Feb 1936, BR5,
a review of Arthur M. Hind’dntroduction to a History of the Woodc{Boston:
Houghton Mifflin, 1935).

*8 Leighton,Wood-Engraving and Woodcy@s5.
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long as it has life*® Four Hedgesshows that despite the challenges of having tplgup
her publisher and her readership with the antieghatiral nostalgia, Leighton managed
to engage key issues of her day, creating a sogmifidialogue between tradition and

modernism while advancing her vision for a morelieéan society.

Negotiating Innovation and Heritage:
Modernist Architecture and the Vernacular Landscape

Leighton’s decision to introduce modernist desiginér property in
Buckinghamshire, still the most rural of the Homeu@ties in the early 19368,
resonates with issues that she addressésunHedgesan interest in finding common
ground and steadily developing continuity betweadition and the new, and in casting
her vision of progress in country terms. Her eméraicmodern architecture took form in
a commission to the socially committed architedtao@perative Tecton for a studio at
Four Hedges (ca. 1934, fig. 3.24)whose simplicity and functionalism she saw as a
further stage of the clearly utilitarian vernacudachitecture that had helped define the
English landscape for centuries. Although the bagdf the studio does not figure in the
gardening book that was simultaneously engagingitems parallel td-our Hedges
negotiation of the organic relations of past arekpnt, tradition and modernity, in

appreciating the best of the past and commitmeatuery different and better future.

%9 | eighton,Wood Engravings of the 1930’54, 186.

% Francis BendallRural Architecture in Buckinghamshijréhe Tulleries Brochures, vol.
I, no. 5 (New York: Ludowici-Celadon Co., 193053

®. The only image of the building that | have beele ab locate is an early photograph

reproduced in Vincent, “In the Studio of Clare Ldign,” 144, the article does not
comment on the studio’s design or interior.
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Similarly, her involvement with the progressive isband agricultural experiment at
Dartington Hall, Devon, which aimed to recreatetlife as a model for national life
overall and to generate a general social transfitom&rom the countryside, shows an
engagement with crucial issues of the nation’sreiheyond what she could articulate in
Four Hedges

Leighton’s commission in the mid-thirties to thendmn-based Tecton Group
helped introduce cutting-edge continental desiga ¢ountry still deeply absorbed in
historicism and a re-creative use of the vernacylat beginning to take a serious
interest in the modern movement. Tecton, a colledbunded in 1932 by the Soviet
Russian architect Berthold Lubetkin (1901-1990) atiger like-minded designers,
pioneered continental modernism in Britain. Lubetkvho had studied in Berlin and
Paris before immigrating to Britain in 1931, wa#luantial in the Modern Architectural
Research Group (MARS), formed in 1933 by an inttlial élite to advance the study
and practice of modernism. The socialist idealsudfetkin, who had witnessed the
Bolshevik revolution while a student and maintaitieat architecture was “politics
pursued by other means,” must have appealed tdtaxis and Brailsford’s egalitarian
sensibilities; his mantra, “nothing is too good éodinary people,” challenged the class-

bound complacency of 1930s BritamCertainly Tecton’s object of making modern

%2 Lubetkin’s style was collaborative. Peter Coe’d Malcolm Reading’s ubetkin and
Tecton; Architecture and Social Commitm@8mindon: Arts Council of Great Britain,
1981) remains a key critical study of Lubetkin’slarecton’s socialist visiarFor an
overview of early British modernism and the Tec@nmoup, see John Summerson,
“Architecture,” inThe Edwardian Age and the Inter-war Yeaed, Boris Ford, The
Cambridge Guide to the Arts in Britain, vol. 8 (Qamdge: Cambridge UP, 1989), 237-
45.
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design available at modest prices was attractitkaaouple both ideologically and
practically.

The project, headed by Tecton’s Valentine Hardingj @esigned to Leighton’s
specifications, unites modernistic design with eeular forms and materidi$Pilotis
support the upper story of the sharply angled imgldwhich features a panoramic north-
facing window set in the steeply pitched roof. Bhender piers and covered terrace,
which links the structure to the outdoors whileyiding shelter from the elements, are
defining features of much modern architecture of pleriod even as they ultimately
derive from ancient vernacular dwellings and baNeive materials such as wood
shingles and brick substitute for stark white ceterthe material that had become the
classic expressive means of “the modern.” Leiglg@®cision to sheathe the studio’s
modern design in traditional materials and to retheir natural coloring reduces the
“shock of the new® and may have issued from her aesthetic senses;jre de honor
both innovation and tradition, or in terms of aiship, as a defense against potential
controversy. Leighton, probably aware of the outomakened when the concrete and
simulated concrete house “High and Over” in the'logaillage of Amersham was
erected in 1930 (John Summerson considers it tiedomestic modernist “shock,”
arousing “a resistance to modernism which madeéhection of sites for future houses

in the new style a sensitive matter”), may havenbmmncerned not to provoke her

®3 valentine Harding (1905-1940), at that time therygest partner in the firm.

®4 Using the title of the art critic Robert Hughe§8D television series and book, which
describe the development of and reaction to moderand architecturébe Shock of the
New: Art and the Century of Chanf@igdated and enlarged edition, London: Thames &
Hudson, 1991).
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neighbore®> Whatever her motive, the studio visualizes henieation for the
functionalism of such vernacular forms as barnsslod, that were “unembellished and
determined by use ..., rooted in the earth and cocisttl for work ..., shapes of the earth
world.”®® The essentially utilitarian nature of buildinge&ted by plain country people
for their work resonated with Leighton’s sense @id@rn architectural design, as she
encountered in them a dialogue and continuity betweast and present.

Her commission to Tecton brought a radical modéamssthetic to the traditional
rural landscape, demonstrating her belief thatelvesiventional polarities shared
commonalities in their dedication to functionafstms. | would also argue that the
studio was a sign of her interest not just in tatilanism but also in the firm’s guiding
principle of implementing socialist ideals for thetterment of humankind. As Coe and
Reading assert, Lubetkin’s “deeply held socialetdfs were bound to a vision of the
role which architecture could play in the constimtiof a new society.... No one was
more aware than [he] that in Britain in the 193@sclinks were bring made between the
modern aesthetic and political radicalisrRrojects for a TB Clinic, the Finsbury Health
Centre, and innovative public housing demonstratstton’s commitment to social
change. Even the firm’s widely acclaimed work foe London Zoo was intended as “a
metaphor for a utopian future;” critics saw in #enguin Pool (1934) a “new level of

achievement and sophistication in British archiiezt®’

®5 Summerson, “Architecture,” 238. The house wasgtesi for concrete but was built of
concrete frame and brick infill faced to resemimaarete.

% | eighton,Country Matters 69, making analogies to a chair bodger’s hut.

%7 Coe and Readindgubetkin and Tectqrll, 43, 54, 36. MARS’ continual and
conspicuous avoidance of “direct political involvemt in the ‘struggle’ for the
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Valentine Harding’s contemporaneous design fookia house at Farnham
Common, Buckinghamshire (1934-35, fig. 3.25) shasrtain commonalities with
Leighton’s studio even as it adheres more closefprimalist principles. While the
sheltered terraces supportedpaptis and freestanding spiral staircases are integral to
both designs, the house’s reinforced concrete naetgin and linear planes speak to
modernist interests without reference to the vantaaor historicism. Taken together,
these three early modernist structures and pertthpss began to redefine the
Buckinghamshire landscape of the 1930s, even aghtan’s interest in relating her
studio’s forms and materials to those of indigenfoungtional buildings distinguishes her
project from these more “purist” modernist examples

| want to suggest that Leighton’s vision of a Iscabe capable of accommodating
both traditional and modern architecture took fanrthe early '30s at Dartington Hall, a
rural community with which she and Brailsford wetesely associated, that advanced
the idea that the country and country life couldheebasis for national i€ The
“Dartington Experiment,” initiated in 1920s by Ddéing and Leonard Elmhirst to promote
a regeneration of the countryside, progressive a&dut, and the performing and visual

arts, lay on a 2,400-acre fourteenth-century estedée Totnes in south Dev8hThe

transformation of society” and its apparent dedicato the bare doctrine of formalism
led Lubetkin to form the socially committed Arclate and Technicians Group (ATO) in
1935 (lbid., 51).

®8 Studies of Dartington include Michael Dunlop Youtige Elmhirsts of Dartington,
The Creation of a Utopian Commun{tyondon and Boston: Routledge & Kegan Paul,
1982), and Victor Bonham-Cartdartington Hall: The Formative Years, 1925-1957
(Dulverton, Somerset: Exmoor Press, 1970).

% The American social-activist heiress Dorothy WaitrStraight (1887-1968) purchased
Dartington in 1925 with her second husband, Leoidmnthirst (1893-1974), a Yorkshire
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Elmhirsts set out to reconstruct the medieval lngd and to introduce the idioms of
modern international architecture to the estatkeWwiag that it was crucial to achieve an
aesthetic balance between old and new. Dartingfastsnodernistic building, the
Corbusier-inspired High Cross House, designed iami Lescaze as the headmaster’s
residence (1931, fig. 3.26), was conspicuouslydsite a rise overlooking the nearby Old
Parsonage. Composed of two interlocking brick bdodne whitewashed, the other
painted blue, it invites a dialogue with its medikeneighbor. The architectural press saw
in this juxtaposition of epochs “the beginning afiew harmony in a changed
landscape ” Leighton herself was fully invested in the podiibs and means of
realizing a new order in which Dartington’s chaea@&nd heritage would find its place.
Her correspondence with the Elmhirsts, who solictier advice regarding the
architecture of another early project, a nursehpstto be erected on the estate, shows a
concern for the visual integrity of a landscapé twauld successfully accommodate the

past and present. While the architect must regpedbuilding’s surroundings,

agronomist who devoted much of his life to the agtural problems of England and
India. Brailsford, a frequent speaker at the EImhirstsid@y-evening gatherings on
subjects ranging from Voltaire to current domeatid international developments,
looked to Dorothy to support his causes, includhmginternational Brigade, in which
(aged over sixty) he tried to enlist against Famsdis Spain. She in turn engaged Leighton
as a consultant in her arts projects, includingvative methods for teaching art to
children and supporting the fresco work of the Aigaar painter Mark Tobey while he
was in residence at the school during the earlg.’8are Leighton to Dorothy Elmhirst,
9 Dec. [1930], 7 June 1932, Dorothy Elmhirst tor€leighton, 7 June 1932, Papers of
Dorothy Whitney Elmhirst, Dartington Hall Trust Arnwe and Collection, Dartington
Hall, Totnes, Devon.

O David Jeremiah, “Dartington Hall — A LandscapenfExperiment in Rural

Reconstruction,English Countryside between the Waed. Brassley, Burchardt, and
Thompson, 122, 128. Jeremiah does not referencgotiree of the quote.
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“Dartington and its earth and trees” had the capaaciinspire “something very vital and
new ...,” advancing a vision of a revitalized coustde’*

Just as the landscape was being unprecedentadifdrmed by unregulated
speculative building, ribbon development, and nemmmercial enterprises, Dartington as
a whole was acclaimed as an “ideal model of a msiation that showed respect for the
character of rural England, with the sensitiveddtrction of new building material$?
the restoration of ancient structures, and theaously pursued compatibility of new
buildings with the ancient contours of the ldiidhe positive critical response to
Dartington’s architectural experiment confirmedtttraditional and progressively
designed buildings could be sensitively sited gel-contained community. Although
the estate’s claim that its program as a wholeccpubvide a model for a planned nation
-- “generating a social revolution from the Engluntryside” -- proved idealistic, its
architectural program manifested a new vision gjlEhness.

Leighton’s much smaller-scaled version of a cogsitie that could successfully
assimilate the old and the new must be viewediglight. Highly satisfied with her
studio’s design and wanting to promote a firm $egmed to be “definitely coming to the

front,” she lobbied Dorothy EImhirst to consider|\Varding, the Tecton architect who

"L Clare Leighton to Dorothy Elmhirst, 9 Dec. [193Bhpers of Dorothy Whitney
Elmhirst.

’2 Jeremiah, “Dartington Hall,” 117.

3“The New Rural England Architect and Building New80 June 1933, 404, quoted in
Ibid.
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had led her project, for the next development atibgton.*Moreover, Leighton’s
promotion of the Dartington social and agricultugaperiment by contributing her
engravings as features of its outreach literateveals her public commitment to the
ideals of rural regeneratidn Although the Dartington experiment proved finatigia
unsustainable, Leighton’s advancement of its idleatsparallels iffour Hedgesvision
of a countryside in which tradition and modernitt only are compatible but also can

come together to create a new order.

A Modernist Approach to Preserving the Landscape

Leighton’s active struggle during the mid-1930ptotect the rural landscape
against unchecked development and unreflectiverugtt design took form in her
efforts to protect local heritage sites and heldcan’s book,The Wood that Came Back
(1934)° Disregard for heritage, which is crucial to a eisthat finds continuity between
past and present, and disrespect for the coung&’gsinidigenous people, plants, and
animals are themes that these endeavorsandHedgesddress, but which the garden

book can at times take up only briefly or obliqudlgighton’s introduction of a studio of

" Clare Leighton to Dorothy Elmhirst, 1 Mar. 193%prs of Dorothy Whitney
Elmhirst. She also sent ElImhirst photographs oeXahe’s work and noted that the
February 1935 issue of tegchitectural Revievieatured a house he had designed.

"> Roger (R. C.) Morel (Manager, Orchards & Cider-se@ept.) to Leonard Elmhirst,
31 Mar. 1933, Papers of Leonard Elmhirst. The sigli Collins approved her pre-

publication contribution to Dartington’s brochu@sCider-making: Octobeand another
engraving froniThe Farmer’s Yearwhich was scheduled to come out in the fall 33.9

’® Clare LeightonThe Wood That Came Bagkondon: Ivor Nicholson and Watson,
1934; Poughkeepsie, NY: Artists and Writers Gullg35).
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modernist design into the Buckinghamshire landscapech she believed represented a
further stage of craftsman-like practicality, caate time when she was working to save
Whiteleaf Cross, a nearby prehistoric site whosealiintegrity was under the threat of
suburbanization. Set amidst a period of economacpantitical crisis, issues of citizenship
and tensions in asserting measured public concaersunreflective private interest
resound clearly in her advocacy of modernism aech#tionalization of heritage
locations. The following argues that her visiortte# landscape encompassed a modernist
aesthetic compatible with her regard for and impttspreserve indigenous material
presences on the land. Taking David Matless’ broagposition of competing visions of
landscape and Englishness, vis-a-vis the planmdgpaeservation of a countryside under
stress from the developments of the automobile’ aerould suggest that Leighton’s
preservationist interests should be seen as “egimgea particular modernism, committed
to order and design,” by no means identical witktalgia and anti-modernity.

My argument follows that Leighton’s mid-1930s etfoto protect the landscape,
notably her advocacy for the area surrounding Vi&afeCross, was an early, progressive
attempt to plan a landscape both modern and toaditunder public authority as
opposed to a conservatively oriented attempt tegeefrd the rural past. This
reconfigured version of Englishness raises isstiasithority and governance over the
years when England sustained its biggest lossrafidtyral land, land-use policies were

in their infancy’® and proposals to nationalize property were of@rstrued not merely

" MatlessLandscape and Englishnedst.
8 Howkins, Death of Rural EnglandL10. To give another example, for all its tithee

1933 Town and Country Planning Act did not confer power to formulate sound
planning.
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as socialist, but downright Bolshevik. Although faicies after the Great War had
forced many great landowners to divest themsel¥esuch of their holdings, which
opened the countryside to increased speculativdibgj the National Trust and the
Council for the Preservation of Rural England (CPRigique in its aim to foster a
comprehensive approach to the rural landscape,dvatlattain substantial influence in
protecting and planning the countryside until aftésrld War 11.”°

Leighton’s and Brailsford’s efforts to preserve tAedscape and its
archaeological and historical sites from unplantedelopment touched on larger
tensions of economics, politics, and culture, agchonstrate a necessary accommodation
to the forces of suburbanization. In a letteT @ TimesBrailsford urged that the view
from the Cross, which panoramically overlooks treevof Aylesbury and harbors
remains of a Bronze Age settlement and burial besyshould be preserved as a national
landmark. “Rarely is natural beauty so closely &idkvith monuments of the remoter
past. We who live in this reminiscent landscapéebelthat it should be respected as a
national possession.” The appeal, signed by Lerghta neighbors prominent in the arts
and letters, solicited funds to secure the twalfiehat dominated the foreground of the

site, over sixty acres that were on the market‘aipd for development®® The property

9 Although the Trust had been established in 1885 QPRE was a relatively new
organization, founded in 1926, which sought to dowte groups concerned with
architecture, planning, landowning, leisure, lagavernment, and wildlife; Matless,
Landscape and Englishnes.

80[H. N. Brailsford], “A Buckinghamshire LandmarkTimes(London), 10 July 1934,
17. Other signers included the painter John N&&hatchaeologist Ernest Mackay, the
journalist A. G. Gardiner, and the writer ErnestyRleditor of the Everyman’s Library.
The Cross itself was in no danger, having beerepved with its immediate
surroundings under a nineteenth-century Enclosate A
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was to be offered to the Trust, which had endotsedppeal along with the CPRE.
Those parts of the larger field not essential &sprving the view were to be sold for
building; if necessary, those funds would repatsdifat were treated as loans without
interest. In an economy of scarcity, landscape meséssarily accommodate the past and
future growth. The appeal also raised issues sndiog the concurrent rapid growth of
the leisure and building industries, whose agemelgarding access to and ownership of
the countryside markedly differed. With regardtie topen-air movement,” a term used
by David Matless to encompass everyone from the&kareewalker to highly organized
fresh-air groups like the Ramblers Associaftbthe Cross served as a popular
destination for hikers, much featured in the peshting travel and walking guides.
Likewise, the nearby Icknield Way, a primitive lmuticial roadway that predates the
Roman invasion, and the ancient beech woods weteruhreat of “a builder’s road ...
and a compact suburB?By setting out to preserve the landscape and aseréhe
public’s involvement with commonly held propertigetappeal sought to protect the
interests of open-air citizenship.

Leighton’s prints of the site and a letter that shst to the Oxford don Edmund
Blunden to raise additional funds for “The Whitél€aoss Appeal” alternately cast the
landscape in “true-to-life” and nostalgic perspeesi while consistently underscoring its
agricultural character. Her engraving of the landenand another depicting the fields
and woods that mosaic the valley, render theirestibjmore or less naturalistically

(Whiteleaf CrossView from Whiteleaf Cros4934, figs. 3.27-28). Issued in editions of

81 MatlessLandscape and Englishnedst.

82 Brailsford, “Buckinghamshire Landmark,” 17.
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100, the prints serve as topographical recordsuakBighamshire’s agricultural and
historic heritage, likenesses of a farming areaupelisturbed by development. This is all
the more apparent when one considers how she im@igal and reinvented the Vale of
Aylesbury forStooking: Augustl933, fig. 2.8)The Farmer’s Yeaengraving that
identifies an idealized English agriculture of peest with national lifewWhiteleaf Cross
prominent harvest stooks and stands of beech emzplithe landmark’s cultivated and
natural states, even as Paul Nash registers tusaedo the popular destination and the
mystery surrounding its origin¥yhite Cross1920, fig. 3.29). Nash'’s lifelong approach
to landscape and nature centered on an emotic@dmee to a place, as Jemima
Montagu relates, “the idea of an inherent qualitggrit particular to certain
landscapes® While Leighton depicts the grove and its sacreduie in relation to the
nearby cultivated fields, implying human labor bot recreational activity, Nash imparts
an otherworldly sense to the trees and acknowletiigelindmark’s human presences,
ethereal figures walking the path toward the sperats of the cross, as fretful and
ambiguous as the trees themseRfes.

Leighton’s engravings underscore the abundandeeofaind stretching out from

Whiteleaf Hill, but her petition in the form of @gsonal letter to her frienthe poet and

8 Montagu (“Modern Artist, Ancient Landscape,”®aul Nash ed. Montagu, 10-12) is
the most recent Nash scholar to discuss this driagat of his work.

8 Nash'’s early writings and art show a strong kipshith trees, honoring their sacred
presence. Scholars of his art can only speculata@meaning ofWhite CrossAndrew
Causey Paul Nash 92)sees “a symbolist element” in the work, yet ackremlgles that its
meaning “is hard to pin down.” MalverMpdern Art, Britain, and the Great Wat54)
citesWhite Crosswvhen describing Nash’s post-war imagery as “eveeatlusive and
poetic rather than iconographic,” and suggestsitmaay relate to contemporary debates
about the design of war cemeteries or possiblyt‘plthe more private themes in Nash’s
oeuvre as a whole.”
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countryside writer Edmund Blunden, sets out to doavhis deep emotional attachment
to his native landscape. Whiteleaf Cross’ endarthkedds bordered land that sheltered
the ancient burial landmark of Cop Hill, a propestyned by Merton College, Oxford, of
which Blunden was a Fellow and Tutor. Invoking Blen’s depth of feeling, Leighton
reminded him that, “The Cop Hill neighborhood igeaty tender, lovely piece of
England” and expressed the hope that Merton woorhdribute to the Whiteleaf Cross
fund. The landscape evoked is the southern metaahfsequently given national
identification, the gently rolling hills and woodld that were increasingly being
consigned to memory. Her appeal also reveals tteneto which she and Brailsford
were serving as grassroots citizen-activists aha tvhen public authority and planning
controls were in their infancy. She sought addaidonds for trees to screen the houses
that had gone up near the fields before the camgaegan, and urged Blunden to
petition Merton to support an appeal to the Rufahfng Committee to zone “the whole
of this part of the Chilterns as agricultural ldnder crossing out the words “an open
space” in the letter to write in “agricultural ldnddicates a change in her vision for the
future use and character of the landscape, dedgctite area to productive use as distinct
from an indeterminate, or perhaps recreational gaegf the kind that George Orwell

pillories inComing Up for Aif*®

8 Clare Leighton to Edmund Blunden, 8 Feb. 1935, &uthBlunden Papers. By early
1935 Leighton and Brailsford had secured all b@ &6the £3,000 needed to protect the
fields from development. In George OrwelC®ming Up for Air(lLondon: Gollancz,
1939, Part IV, 5) the rural England of George Bogls youth has been overrun by
suburbanization anchéalth-food cranks or ... the Boy Scouts - in eittese they're
great ones for Nature and the operair
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Leighton’sThe Wood That Came Ba(k934, fig. 3.30§° takes up issues at the
forefront of the battle for the shaping of the cooyside in the late '20s and '30s. Written
for children, whose active participation in theg@evation movement, the book implies,
would be necessary for it to endure, the tale speakhe consequences of unplanned
development in terms of the physical disfigurenadrihe landscape and how this acts on
the countryside’s most vulnerable, and so ofteredarded, inhabitants, its wildlife. An
unthinking developer levels a “lovely little rouhd| with a beautiful wood on top,”
rendering homeless a great community of animatdsband plants, to build a house with
a “bright pink roof and heaps of windows” (fig. 3)3But the hill’s first citizens gather
in common purpose to drive out the interloperst(@ssBrailsford, Leighton, and their
neighbors had banded together to keep the bullddaen White Cross), leaving the
intrusive house at the mercies of the regeneratmgd, “until at last the house was
buried and disappearel’"The hilltop crowning “bright pink roof” probablefers to the
influential planner and architect Clough William8i€ polemic against such eyesores
that were increasingly visible on the southern sagbe. In hi€ngland and the Octopus
such imagery concentrates his argument for presenvander the aegis of a well-
planned, public authority: “We know well enoughttdacent God-fearing, God-damning

Englishmen live very contentedly in the pink asbediungalows; and if they chance to

8 |llustrated with thirty-three drawings. Leightomate one other children’s bookhe
Musical Box(London: Gollancz, 1932).

87 |eighton,Wood That Came Back. pag. Certainly the special hill The Wood That
Came Backas well as similar elevated wooded clumps thatvarmany of Leighton’s
other landscapes, serve as a metaphor for regede¥ature and sacred places. Such
elevated woods frequently shelter evidence of amn@emmunities, such as burial
mounds and stone circles; their associative gaaliti as sanctuaries and ancient holy
sites -- move them beyond lovely compositional desito articulate a spirit of place.
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be on Salisbury Plain or Dartmoor or the South Dgvam some commanding hill in the
Cotswolds or the Chilterns where they can be seemiles around, they are the more
content and very far from ashamed ... who shall aewildat is and what is not an
outrage?®® As David Matless points out, Williams-Ellis’ boSgromoted the message”
of the CPRE® the recently established, comprehensive appraagtanning
organization Leighton and Brailsford had marshaifetheir preservationist efforts.
Leighton’s concern for all nature and its impagtibalance runs throughdeur
Hedgeswhere the indispensably necessary work of anwardh and wasp counts for as
much as the brief passing deeds of the garden’sashunakers. It andihe Wood That
Came Baclserve as forums for her concerns and urgent s#rike need for planned
stewardship of the hard-pressed land. The childrkabk is ultimately an allegory of
Nature’s eventual victory over self-serving defaeeis of the landscape, in its way a
radically altered version of the ongoing urban-dognonflict,® a voice for those most
fundamentally linked to the land, but unable toadpir themselves. In both, her alarm at
people’s increasing estrangement from the landfhenes the ultimate source of their

existence or as a matter of simple personal fantyiaedirects the old city-country

8 Clough Williams-Ellis England and th©ctopus(London: Bles, 1928), 16.
8 MatlessLandscape and Englishnes.
% | eighton had taken up the urban-country theme vilhestrating (fifty-five drawings)

Eleanor Farjeon’®erkin the PedlafLondon: Faber and Faber, 1932), a straightforward
warning against unchecked urban sprawl.
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tropes to a discourse on the fundamental relatipristtween humanity and the rest of

the natural world?

The Critical Response

The British and American literary and art critiwho reviewed the book
appreciated Leighton’s sincere, unsentimental iaragjinative portrayal of an
individual’s relationship with nature, a welcomeaolye from those who chronicled only
“dazzling successes” with the “customary processtgdraphs of lily-pools and brilliant
herbaceous border&?This weariness with the status quo can be fourtbércomments
of several critics, in particular the Americans,iethtouched on her egalitarian
sensibilities. They noted her dedication to the wmmplace and the engravings’ equally
dignified depiction of the garden’s small inhabttaand its creators and caretakers. What
critics took to be her authentic examination of Biround her revealed “a knowledge of
the earth as an elemental thing” that spoke tditimean spirit’® Perhaps Alvin Johnson
articulated this most clearly when he spok&ofir Hedgessincerity of “religious

feeling.” He found Leighton’s observations and iptetation of the natural world vital

%1 Regardingour Hedgesengagement with these issues: on the usefulrfabe ant,
65-66; concern for the disappearing hedges, whachdr nesting birds, other wildlife

and plants, 75, 134; the disappearing wasp, 8th@sense of and contact with the earth,
87.

%2«p Gardener's Chronicle, Times Literary Suppleme(itondon), 2 Nov. 1935, 694; H.
E. Bates, “A Wilderness Transformedyéw Statesman and Nation Literary Supplement
Nov. 1935, 696.

93 «p Leighton Book,”Art Digest 15 Dec. 1935, 22; Henry Beston, “An Artist Waiks
a Chiltern Garden,” VII, 9New York Herald Tribune Books0 Nov. 1935, VII, 9.
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and spiritual, especially when compared to whatrgeed were the far-removed, false
totems of organized religion that mankind had coeguwp to worship: “Four Hedges

[sic] is ... beautiful in its pantheism, for all tleekovely woodcuts have a religious feeling
and so does the warm, rich text. If people hackceslear eyes honestly upon the eagerly
vital life under the skies they would never havergpted the wholesome and heartening
religious emotion by imprisoning it in hollow bras8igies .... But mankind has too little
real feeling and too great facility in fiction&®”

In his Introduction td~our Hedgesthe American etcher John Taylor Arms
expressed a similar reaction to her work. Leigrgaqiick perception and deeply felt
response to “the beauty of the soil and of therabat goes to the tilling of it ... of
insects and birds and homely beasts ... of treepkamis and flowers and blades of
grass...” made the contents of the book “live” fanhHer reaction to beauty in all its
facets and her capacity to interpret it so serditibore the marks of sincerity, truth,
knowledge, and skill, he argued. Without directlyiag that modernism was crucial to
her powers of articulation, his commentary resturta modernist vocabulary. He credited
the work’s “vitality, variety, and imaginative poweo an integration of drawing and
design: “A powerful, but subtle draughtsman, evang she does speaks of design ...
everywhere there is selection, organization, aeerent, and everywhere a nice
balancing of black and white and grey. Area fit® iarea, value matches value, lines

flow and interweave into a strong, significant pait” None of the prints’ patterns were

% Alvin Johnson to Clare Leighton, 12 Aug. 1936, r€laeighton Papers. Johnson
(1874-1971), a founder of the New School for SoRiesearch in New York and its
director from the early 1920s to the 1940s, meghtn through Brailsford, whom he
knew from theNew Republicand had arranged for him to give a series ofitestat the
School in the mid-1920s.
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alike, which made them individual works of art, ey still possessed “a homogeneity”
that seemed to “incorporate them into the text ..Kimg] illustrations and text one®®
Other reviewers also praised the engravings’ “iitglwhich arguably derives from her
consummate draftsmanship and sense of rhythmic, falirthe more evident when we
compareBerries(fig. 3.4) with John Nash’s more two-dimensiorgiterned, static
Deadly Nightshadé1927, fig. 3.32§° Critics attributed the “singular beauty” of
Leighton’s engravings to these rhythms, which caddvey “delicacy and strength,”
according to what she was portrayiig.

| would also argue that this use of modernist rinjthdesign is crucial to her
articulation of working people who have a closatiehship to the land, and forms an
important component of her vision that the reviesagid not addres&cythings (fig.
3.33) rhythmic forms unite an idealization of tlogthe-wielder Noel Brailsford, his
instrument, and the field, and move the scene kkygpresentation to a dialogue
between modernist idioms: shape and pattern, dgtshadow, positive and negative
space. The voids created by the scythe’s bladdecty@ conventional self-contained
illustration with straight-edged borders, and oHiaranalogy between the functions of

that instrument and of the engraver’s tools. Thguably innovative technique, under

% John Taylor Arms, introduction to Clare Leight&iour Hedgescommissioned for the
American edition (New York: Macmillan).

% John NashPoisonous Plants: Deadly, Dangerous, and Susfiestdon: F. Etchells &
H. Macdonald, 1927); see also his illustrationsHoE. BatesFlowers and Faces
(London: Golden Cockerell Press, 1935) for addala@xamples of his two-dimensional,
patterned style.

°7J. Donald Adams, “A Distinguished Book by Clarddtegon,” New York Timesl Dec.
1935, BR6.
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which the boundaries between image and page, amimage and viewer, appear to
dissolve, was inexplicable to the young BeaumomwinNgl, who criticized both the small
and the full-paged engravings’ “for no apparensogd irregular outlines, the prints’
relationship to the letterpress, and the coarsesfes® engraving methods.

This chapter has addressed Leighton’s key progeadsconcerns of the mid-
1930s as they relate to the landscape, most ofhwd@tout to initiate a dialogue between
tradition and innovation, past and present, theand the country. Evelfour Hedges
which evokes a deep nostalgia for disappearingdotitoms, mediates aspects of the
conventional urban-country, tradition-modernity dids. Apropos of Leighton’s and
Brailsford’s relationship to the land, the engradrcast the urban newcomers as hard-
working tillers of the soil, conceivably back-toethand farmer-gardeners, yet the
narrative counters this romantic, ultimately untdeallusion. With the novelty of
mowing their fields by hand quickly giving way toettask’s arduous nature, the couple
welcomes the gardener’s bringing in a power mactarfaish the work? unlike her
fellow engraver and friend Eric Gill and Hilary Repp whose rural artistic community at
Ditchling in East Sussex was a conscious and desdiczffort to revive and live by pre-
industrial values, entailing consistent use of satiquated tools as scythe and flail. The

couple had no intention of implementing the backhi-fields doctrines of Hilaire

% Beaumont Newhall, “New Books on Art - Clare Leigih's Garden,’American
Magazine of ArtFeb.1936, 123. While Newhall (1908-1993) appitedd@he Farmer’'s
Yearengravings, he preferred the delicacy of Erness&tmier's wood-engraved
illustrations for Léon Curmer’s celebrated editafrBernardin de Saint-PierreRaul et
Virginie (1838) toFour Hedgesengravings.

% |eighton,Four Hedges48, 61.
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Belloc and G. K. Chesterton, seeking instead thd-barned knowledge and genuine
feeling for one’s land along with the assistancenoflern technologif?

But the hardships of rural life and the changiacgf of the land undergoing
mechanization remain unaddresse&aur HedgesScythings promotion of the rural
idyll during a time of persistent agricultural degpsion perhaps reaches an ironic
conclusion with its publication on the cover of ttend Workey the official organ of the
National Union of Agricultural Laborer$® Leighton’s metropolitan perspective and use
of a modernist style keep alive the pastoral myta:city-bred journalist-farmer
Brailsford serves as an idealized, dignified suatedor those whose life work revolves
around manual labor; the engraving’s modernist &dmmeans helps convey the worker’s
close, organic relationship to the land that beartrace of the machine. Moreover,
Leighton and Brailsford are essentially part of ¢htg-based outsiders who are altering
the landscape by their mostly seasonal preseneality that some of the London artistic
elite had the courage to publically address. Thaenttgside author Sheila Kaye-Smith
pointed out that “the artists,” in their ratherfsgnscious love of things rural, were as
much to blame for “the spoiling of our countrysides’the one who cared “nothing for it,
and seeks its hospitality only for health or ecogisnsake.*® Taking a broader

perspective, Brailsford directly addressed thedodid between increased accessibility

19 See Fiona MacCarthgric Gill: A Lover’s Quest for Art and Go@New York: E. P.
Dutton, 1989), 140, for a discussion of the Ditaglcommunity’s pre-industrial rural
economy.

191 and Worker March 1937.
192 Kaye-Smith (“Sussex RevisitedThe Legion Bogked. H. Cotton Minchin [London:
Cassell, 1929], 235, 237) pointed out that “thestsy’ in their rather self-conscious love

of things rural, were as much to blame for “theilspg of our countryside” as the one
who cared “nothing for it, and seeks its hospiyadihly for health or economy’s sake.”
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and modernization of the countryside and presermggharacter. While the “public
authority’s” ugly new roads “popularized” previoysiard-to-reach sites, gave jobs to
“legions of unemployed men,” and infrastructureugiot modern conveniences, it
“destroyed with its mechanical touch the legachisfory and nature’s bounty.” Private
and varying public interests were at odds; thetgmiday in the establishment of
“national estates” (National Parks) to preservegieged areas of historic and scenic
significance'® These series of contradictions that Kaye-SmithBwadsford articulate
become more palatable if we consider Leighton'siagt architectural, and advocacy
projects as authentic attempts to establish a gessonal relationship with the land, a
source of physical and emotional regeneration, whith to counteract the anxieties of
modern life, a relationship that she prescribeothers as well.

AlthoughFour Hedgesengravings and Dartington’s and Leighton’s bulgli
projects had shown that the traditional and modetnd coexist and offer an alternate
version of Englishnes§,our Hedgesidealistic vision of people joined in common
purpose on the land to create a new social ordemwasustainable. As with the Tecton
architectural cooperative, whose innovative useoflern technology and materials for
the advancement of society conveyed an optimist wf the future, new crises in the
Europe would test these utopian visions. In 19&6distructive side of technological
advancement became all too evident with the oukboéaivil war in Spain. Coe and
Reading point out that the British intellectuak leégan at this time to shift away from

the social idealism of the early 1930s to the @usisue of the struggle for freedom in

1934, N. Brailsford, “Making Beauty Accessibld,bndon MercuryFeb. 1935, 346-48.
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the face of Fascisi! Leighton’s next bookCountry Matterg1937), the subject of the
following chapter, was composed during her andI8fi@id’s increasing disillusionment
and anxiety over world event$.The book offers little interacting dialogue betweke

old and the new, tradition and modernipur Hedgesidealism and progressive spirit

yields to a lament for rural ways and values, remigformed but basically overridden.

194 Coe and Reading @betkin and Tectqr61, 66) argue that by the end of World War II,
the group’s social idealism of the 1930s was daad,the anti-establishment Lubetkin
was unwilling to continue practicing architectunesuch a climate.

195 Brailsford sought to enlist for the Spanish Rejmylals a terrified Leighton wrote
Brittain: “For myself, life has been an abominabierry. Noel decided again, just a
fortnight or so ago, that he might go out to fighthe International Brigade in Spain. It's
been hard working, going behind his back & puttimg right sense of values to him &
even now | may not have succeeded. I'm worn out widrry;” Clare Leighton to Vera
Brittain, 30 Dec. 1936, Vera Brittain Archive. Ritty disappointed when the Brigade
refused to take him because of his age, Brailsfiortetheless helped recruit volunteers
and solicited funds from Dorothy Elmhirst. Fortyaye later Leighton would tell H. B.
Leventhal that their London flat had become “a niisll” and that their telephone was
tapped by Scotland Yard; Leventhiagst Dissenter252.
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CHAPTER FOUR

COUNTRY MATTER®ORTRAYING TRADITIONAL RURAL LIFE
IN A COMMODIFIED LANDSCAPE

Country Matterg1937), Leighton’s third and last book about tmglish
countryside, depicts village life with its tradmial punctuations of the cycle of the year:
flower show, village fair, horse show, cricket gsiddughing matches; and beyond these
annual gatherings, the crafts of blacksmith, chadger, and witch. Commissioned by
the Victor Gollancz in a similar format tour Hedgeg1935), the book is abundantly
illustrated with seventy-three wood engravingse fof them full-pagé.Fourteen short
stories, whose literary forms range from first-persarrative to essay to realistic fiction,
individually take up the crafts and seasonal comamhaastoms, portraying them both in
an idealized state and under the stress of urbiamizand mechanization.

Although she finds no common ground between “pregjrand traditional life,
Leighton employs modernist formal means to convegrase of continuity in her scenes
of an unchanged countryside. | argue that her attstl style is crucial to her articulating
the landscape’s crucial role in the national psyae her belief in the value of direct
contact with one’s work and the land. Drawing an@dernist vocabulary that

incorporates elongated line, patterning, and faydshed perspective, she portrays rural

! See Chapter Three for an overview of Gollancztsadist views, his publishing house,
and his commissioning Leighton. Macmillan issuesl American edition o€ountry
Mattersin 1937.



people productively engaged and in harmony witlr #revironment, a vision that seeks
to offer a mode of living that can practically coemthe ills of contemporary life.

This chapter seeks to relate Leighton’s egalitasiath arts-and-crafts-movement-
related interests to issues regarding the comnuadiidin of the landscape, particularly the
effects of modernization on those born and raibedetand the prosperous townspeople’s
pursuit of leisure and amusement. She employsrtbiest antithesis of town and country
to voice her concerns at the erosion of old couwttys, constructing an imagined
Chiltern Hills village of the 1930s that also speé&br the wider spectrum of English
rural life.? In doing so she addresses one of the most pressingal issues of the
decade -- unparalleled suburban growth and thespeaple’s vision of the countryside
as a theater for a variety of recreational intareShe speaks up for rural workers and
their rightful place in the countryside, their vieduand customs, which have done so
much to shape not only the idea of Englishnessalsatreformers’ visions of the
restorative power of rural work to counteract tiesgures of modern life. Neither the
engravings nor the narrative consider the landssagg/sical transformation by urban
sprawl and commercial interests, a subject of matgrwar writing on rural life, or the
material benefits of modernization that bring corhénd relief to the original rural
population.

Country Mattersillustrations and text function both oppositiolyand in
mutually supportive roles. Taken as independentiesitthe prints portray a rural culture

barely touched by modern life and mechanizatiomefdéevocations, and in some cases,

2 On the relationship of town and country in Englisérature, see Williams;own and
Country, CavalieroRural Tradition in the English Novednd Burchardt?aradise Lost
Chapters 2 and 6.
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observations, of rural labor, craft, and customeytourish nostalgia and the
preservationist impulse to record traditions withiaference to the changing face of the
landscape. However, the narrative both substasttagse idealized views of
Englishness, upholding the image of a countrydidé was central to national heritage in
literary, visual, and popular discourse duringititerwar years, and further romanticizes
them by criticizing the urbanizing and mechanizioges that are pushing them even
faster into obsolescence. Jeremy Burchardt pourtshat this paradoxical perception of
a countryside “at once under threat and yet emimgdyecessary or eternal values” is a
defining feature of late-nineteenth and early-tiethtcentury commentary on rural life.
Leighton was able to clearly define and separatsdlual perceptions visually and
textually, which | would argue results in the engngs’ powerful, lasting influence on
the reader’s perception of traditional rural a¢ids.

The first section of this chapter provides an ow@mof Leighton’s interpretation
of village life, how the illustrations and the retive convey her vision, and evaluates this
perspective by introducing a revisionist point @w that challenges the dominant image
of country life between the wars as one of contidiegline. The following section
addresses Leighton’s deeply nostalgic vision of Wilage craftsmen whose work and
way of life are being radically altered by mechaian: the smith, that hard-working,
“right”-living village stalwart; and the chair bodg whose elemental labor deep within
the forest makes a primal relationship with natudescuss this “preservationist” image
of rural industries with “progressive” programs igegd to assist regeneration, which

tended to subordinate arts-and-crafts principlesssing the integral relationship of the

3 Burchardt Paradise Lost73.
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craftsman and his work to material advancemente&Gheighton’s strong advocacy and
practice of craftsmanship and its related val@sntry Matterslament for passing
ways moves beyond the conventions of the rurabiéere to offer an alternative to such
progressive proposals. Whether one considers thist@ricist or a utopian vision, she
speaks for a holistic relation to the land and wibdt can bring about personal and
communal renewal in an increasingly fragmenteddrabtic modern society.

The third section looks at Leighton’s imagery o thamp, a subject whose
complex and contradictory mythical tradition hasdanfluenced changing social
attitudes. She matches the romantic idea of thgithdalist who has freed himself from
the trappings of modern life against the socialisés view of the homeless poor as
victims of their society to offer a distinctive \ogs of the wayfarer as a rightful child of
the land. | argue that in linking the rural peoplahaffected philosophy of living and
closeness to the land with the homeless poor, temglepudiates the idea of the tramp as
outcast and anti-hero, instead establishing hiatage citizen of the countryside. The
challenges of articulating meaning through form #rerelationship between message,
illustration, and narrative inform my discussiontlos potent symbol of the human
condition.

The final section considers Leighton’s use of thert and country convention to
voice concern for those associated with or workiregland. WhileThe Wood That Came
Back(1932) brought an optimist’s perspective to subarbation’s defacing and
destructive impact on the face of the land andildlife, Country Matterdocuses on the
disruption of rural traditions by city dwellers’amational pursuits, creating an

opportunity for her to criticize the still-dominaBtitish social hierarchy. | also argue that
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the final chapter “Bell Ringers,” in which the atie men recall the past year’s
adversities while bringing in another year, notyagpresses her alarm before the forces
of changing village life but also at the global coomity’s missed opportunities to
establish a productive, peaceful existence as FEumpved toward war. Coming at a time
of a crisis of confidence in the government’s a&pito address depression at home and
aggression abroa@ountry Mattersaffirms a traditional culture being irreparably
undercut by the very materialism that again thiresateorld peace. Moving beyond the
conventions comfortably employed to evoke nostdigiavanishing ways and to sustain
national ideals, Leighton reveals a deep commitrteetite land as the source of physical
and spiritual regeneration, and to the country &dkts unconsciously steady
practitioners, a vision that moves beyond fantaglideology to the fundamental needs

and fulfillments of people by which to survive.

Maintaining a Historicist Vision of the Countryside

In recent years revisionists have argued thatéassountryside in continuing
unidirectional decline, a perspective sustaineduogl writing and visual media during
the interwar years and by most historians, is toimmize the dynamics of rural
regeneration and the mobilizing ideological powemodernism. As Christopher Bailey
points out, “the products and images of rural induaorked both to support a picture of

the countryside as England’s lost past, and, whermtcasion required, as a seedbed of
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reinvention and regeneratiofiDespite the continuing loss of rural workers tbaur
areas, tradesmen were adapting their skills tomesds, and marketable crafts were
being revived with the support of the Rural IndiesttcCouncild and private interests.
Modernists were anxious to find in handicraft forpasallels with industrial design,
thereby validating and absorbing tradition intd‘anbroken chain of progressive
design.®

Why does noCountry Mattersengage this alternate view? The obvious answer
lies in the rural life genre’s central object ohaiding a mythic image of a traditional
countryside, whose outlook and lifestyle are ceiytdistinct from those of towns. As the
countryside writer Sheila Kaye-Smith observedopitld be difficult for the country
novelist “to preserve his honesty.... Editors stk &or articles on the contrast of
sophisticated town life with the simplicity andpitiveness of the country,” while the
author knows that “his public demands ‘elementhfiracters.” | would argue that
Country Matterds more than a series of well-worn tropes, aréiting Leighton’s
genuine concern for modernization’s disruptionraflitional rhythms of work and
craftsmanship. Moreover, it continues a dialogui writical social and economic issues
addressed in her earlier books and the interessteadisplays in mediating tradition and

modernism irFour Hedgesa few years earlieCountry Mattersappearance at a time of

* Christopher Bailey, “Rural Industries and the Imad the Countryside,” iEnglish
Countryside between the Waesl. Brassley, Burckhardt, and Thompson, 132.

® Founded in 1921, government-initiated and spomkioréhe county towns.
® Bailey, “Rural Industries,” 148.

" Kaye-Smith, “Sussex Revisited,” 229.
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deepening anxiety of another war made her visientibre uncompromising an
alternative between the illustrations’ portrayabofunchanged countryside as record and
memorial and the narrative’s chronicle of irrepdeatiral decline.

The overall dark outlook of the narrative moveslfayond a static, genre-
conforming nostalgia to an almost elegiac portrayal rural life moving toward
extinction, which the final chapter, “Bell Ring€rattempts but purposefully fails to
resolve. | want to suggest that this dark visidteots Leighton’s fearful certainty that
war will return, stimulated by still unhealed memesrof deep sorrow and anxiety from
the Great War, a state of “proleptic elegy” or “Busorrow.® If The Farmer's Year
(1933) celebrates agriculture as the prime righghikerprise of peacetime while
reminding us grimly of World War I's senseless eaya, and-our Hedgeg1935) finds
accommodations between tradition and moder@ityntry Mattersoffers no healing
connection between the old and the new and sowdswarning for what seems an
inevitable return of war in the near future. Modeation’s negative aspects disrupt both
individual and collective stability and wellbeinghether in the countryside or the wider
community. The engravings meet their viewers’ aefr nostalgic scenes of a
“simpler,” unchanging way of life, while the book a whole speaks to the reformer’s
concern for a stable, organic community being eddmemodernist city living. One can
even see in the village’s communal disintegrationedaphor for Europe’s instability and

upheaval by war, enabled by the destructive powktise machine.

8 See Patricia Rae’s discussion of the interwaropksi“proleptic elegy,” in “Double
Sorrow: Proleptic Elegy and the End of Arcadianiar930s Britain,” 1-21, which |
address more fully in Chapter Two.
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The book’s dispiriting viewpoint reflects Leight@toncern for those rooted in
the land, living by their hands or their wit -- alitaborer, craftsman, tramp. Modernity
alters the face and demographics of a countrysigievtas for her the repository of
enduring values. She writes in the preface,

Here, in the heart of the labouring man, is thergjrsane humour of the
earth, without which there is no health.... It is Wierker on the earth who
matters — the blacksmith at his anvil, the shephbrdfeller of trees. From
him we must lear.
For her, the countryman’s closeness to the eaottitrasted with the unnatural life caused
by “modern inventions and conveniences” offeree ‘st hope for sanity® in a world
rife with conflict and artificiality. Aligned wittthis belief was her faith in the integrity,
freedom, and personal responsibility of craftsmgnsidirect and holistic engagement
with work that found no place for the separatiotatsior and the automation associated
with the steady advance of mechanization, an Arts-@rafts-Movement-derived
ideology that she herself practiced in her woodavigg.

Although illustration and narrative often functias opposites -- an idealized
image of unchanging traditional rural life as casted with a countryside under stressful
transition -- Woman with Flower¢fig. 4.1), an engraving not specifically assosihtvith
the narrative but prominently featured, directigtes Leighton’s abiding concern for the
land and her refusal to take for granted the fawdiflowers that it yields when

productively cultivated, not pressed into suburbdanelopment. This jacket illustration,

which also appears as a full-page engraving withénbook, appears to be an idealized

° Leighton, preface t€ountry Mattersxiii-xv.

10 1bid, xiii-xiv.
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self-portrait* evoking a maternal protectiveness that conveysep @motional
attachment to the land, as she holds close thetypofithe fields, solemn countenance
pressed into the large bouquet, feet firmly rodtethe life-giving eartd? This image
breaks from the earlier books’ almost completelyoudine vision of the countryside -- a
world of hard-working male laborers and craftsmesdpctively cultivating the
landscape -- to associate woman’s child-bearingunng capacities with the earth’s
fecundity. Indeed, the other prints@ountry Matterghat depict baskets of vegetables
and bunches of flowers feature women and smaltidml carrying them, at times a child
alone, in an almost reverential manfief.aken a step further, men initiate the productive
(or destructive) process; women, like the earthyass fruit to a viable conclusion, and
continue their nurturing, life-living role. Regaedks, as the titl€ountry Matters
(formatted directly above the cover engraving) dss its most basic level: we came
from the land and cannot do without its spiritue,less than its physical, sustenatice.
Country Mattersdominant themes speak to the disorders and aesief the
turbulent 1930s, touching on contemporary debdiestahe place of the countryside in

English culture, and the impact of modern life ba landscape. Concerns regarding the

1 positioned exactly in the middle of the book.

12 The title pages ofhe Farmer’s YeaandFour Hedgeslepict male laborers carrying
their tools; the first book pictures men exclusyel

13 For exampleGoing to the Festiva|101) andChild with Flowers(106). Leighton’s
decision to try to have a child at nearly forty igeald and her miscarriage in the spring

of 1936, while she was writingour Hedgesprobable bears on these images as well. She
mentions the miscarriage in a letter to Dorothy laihst, 30 July 1936, Papers of Dorothy
Whitney Elmbhirst.

14 Country Matterstitle-page engravingThe Loversalludes to the phrase’s rawer,
Elizabethan usage tHamlet 11, ii.
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relationship of town and country, a society drivgnmaterialism, and the psychological
damage caused by loss and displacement serverastiés throughout the narrative as
Leighton voices deep-seated, if obliquely statedymunal and personal reaction to the
destructive elements of materialism and mechamzaimploying the text both to
heighten the positive evocations of disappeariaditions and to voice concerns that the
idealized visual imagery of country life does ndtieess, she speaks to the adverse
effects of modernization on craftsmen such ashiéhy and chair bodger, and
townspeople’s intrusions into the yearly villagergaings, by which they unthinkingly
redirect the significance of long-held, deeply eadraditions to their own purposes.
What distinguishes Leighton’s work overall is hgewiding, consistent concern for rural
laboring people, increasingly separated from thie wbose purposeful work and closely
regarded land are being upended by mechanizatthanpursuit of leisure by a
increasingly materialistic society. Although thegeavings’ being offered as single-sheet
prints (separate from the book) must have infludricgghton’s decisions about what to
incorporate into her images, | would suggest tleatdnimary interest lay in portraying
traditional rural life, as a record and remindethedf material and emotional benefits of a
close association with the land. Leaving it totrever to infer the changes caused by
modernity can perhaps evoke a greater sense ofhalsalisappeared than a direct

statement of those losses.
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Constructing an Image of the Pre-industrial Ruralrkér: Blackmith and Chair Bodger

Leighton aligns with a historicist-preservatiorpstrspective in portraying the
smith and chair bodger, drawing on familiar litgranagery and popular perceptions of
these craftsmen and of the rural laborer in genterdémonstrate the inherent value of
their work and ways of life. | would argue that lsenservative point of view was crucial
to conveying a powerfully renewed contemporaryonsof the pre-industrial countryside
as the central image of national energy and regéinar just as an increasingly anxious
middle-class readership was seeking this reassaenge of English strength and
wholeness to counter tensions at home and abrdedadcepted imagery of an
unchanging green and pleasant land of cultivatdddiand ancient woods, worked by
sturdy, industrious inhabitants, held as much vestterest as it had during the earlier
crisis, when popular imagery insisted that the tgside -- repository of the nation’s
physical and moral character, for which so manyliE&hmen laid down their lives --
must not change or England would be, as Martin Bfig@uts it, in “mortal danger” (fig.
4.2)»

The engravings in the chapter “The Village Smitpgttray the proverbial
blacksmith, a time-honored anchor of rural life rlaog in a preindustrial state as a
paragon of physical strength and soundness of rBindeing the Horsgig. 4.3), in
which the smith attends to a still-harnessed famimal, exemplifies the long-held

symbiotic relationship between the craftsman’s gpieed skills and traditional farming

15 A cartoon fromPunch used as the frontispiece in Clough Williams-ElEsgland and
the Octopuswhich denounces unchecked suburbanization angindlization; Wiener,
English Culture 56.
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methodsThe Smithyfig. 4. 4) resembles the familiar imagery of salnoom poetry
recitations of Longfellow’s “The Village Blacksmitl{1841), where “Under a spreading
chestnut tree / The village smithy stands;” wiitee Blacksmitlffig. 4.5) gives form to
the poet’s description of the “mighty man,” whosgdwny arms / Are strong as iron
bands.... You can hear him swing his heavy sledgéh Weasured beat and slow'®..
Leighton’s narrative reinforces the fundamentalreof this “oldest of craftd” as its
practitioner labors in the “ageless elements ef &ind earth.” Implying that this man is
spiritual kin to Longfellow’s “worthy friend,” whdives and works with exemplary
purpose, her blacksmith values the right thingslaads an active, yet contemplative,
and thrifty life: “All I want is to shoe horses the daytime, and to go for a walk up in the
woods and the hills in the evening and to dig nigtadent.™® In this sense the text
intensifies the engravings’ message, with both medinveying the imagery of that
widely beloved poetic window to the mythic past.

The narrative also lends urgency to the prints’ mreg establishing nostalgia for
a trade -- even a way of existence -- by direatlgiressing the new technologies that
have supplanted traditional ways. The blacksmgh@p has nearly vanished, victim of
the internal combustion engine, with the conversibthe front of most smithies into gas

stations, loudly flaunting rows of “flaming petrplsmps, like dahlias in full bloom,”

1 “The Village Blacksmith, The Poems of Henry Wadsworth Longfell®vew York:
Modern Library, 1932), 624-25.

17 Leighton is probably referring to Hephaestos (fyrfan interpretation Vulcan) in
Greek and Roman mythology associated with the oactste use of fire in
metalworking.

18 |_eighton,Country Matters22.
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while the few horses that require shoeing aredetie rear. The still unmodernized forge
reveals a man of strength as deeply rooted in éisieis workplace, “the last sentinel
against progress.... He is wise enough to realisesbiation and to know that he is
fighting a losing battle; his crusade against speetinoise and rush means more to him
than worldly loss or gain'® The fundamental, agriculturally based nature sfdgirvices
gives him direct contact with his patrons, while 8hop serves as a gathering place for
the village’s men to thresh out issues of commarcem.

Leighton’s use of modernist formal means to portreysmith gives a sense of
permanence to this ancient craft. With its stroogtasts of black and white, sharply
defined contours, and absence of background, wdliotvs for an interplay of solid and
void between engraving and padée Blacksmitiunctions more as an archetypal image
than an anecdotal illustration. The abstract paittgrthat shapeshe Smith\g trees and
hills quite unsentimentally evokes the proverbgadscape of Longfellow’s poem for all
time, giving material form to a familiar imageryathmost encountered initially through
the spoken word. | would argue that her embradhefanguage of modernism to convey
a sense of permanence and stability in no way adittis her resistance to the negative
aspects of modernization. Moreover, historical nsooferepresentation inspired aspects
of modernism, including medieval and early Renaissavoodcuts whose directness and
sincerity derive from strongly delineated contoans tonal contrasts, as well as from
employing a flattened perspective, craftsman-likenents that Leighton valued and

employed in her own engravings.

19 |bid, 17-18.
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As | discuss in the chapter &our HedgesLeighton saw a continuity between
modern forms and those of the past that exhibiteiglaly functional nature, the
indigenous shapes of the countrysiGeuntry Mattersextends this perspective when
addressing chair bodgers (fig. 4.6), who, likeltfeeksmith, practice an ancient trade
being rendered obsolete by advancing mechanizationt in the isolation of the forest,
their workplace and source of raw matefAdAlthough not as fixed in the popular
imagination as the smith, during the interwar yghescountry (Windsor) chair maker
became a paradigm of the craftsman close to hisrmabhéind in direct contact with
nature’* Leighton shows the itinerant workers in a Chiltbeech wood fashioning chair
legs, highlighting the bodger who uses a primitiaad tool to split the rough-hewn
wood, a process that places him closer to natane tttre man on his right who operates
the hand lathe, a rudimentary form of mechanizafi¢re finished product, several
turned chair legs, are positioned behind the dilae wood lying inconspicuously
against the hut. The men’s seemingly far distanm@ ftivilization further enhances the
image of the craftsman in communion with his tradd environment. Leighton’s
abstracted style of elongated, sinuous forms iategrthe men with their work and their
environment; they seem as growing from the earthasrees themselves.

The narrative supports the image’s positive messggpeaking to the authentic

nature and integrity of its subjects’ labor. Thelpers’ hut, made out of “wood

20 A turner who makes chairs of beech wood. The peogived ¥ prize in the Seventh
International Exhibition of Lithography and Wooddfaving at the Art Institute of
Chicago in 1939Art Digest 1 Dec. 1939, 24.

21 Bailey, “Rural Industries,” 139, as especiallji@rated by the country commentator
H. J. Massingham: “The rhythms of [the bodger’siftsmanship bear so close a
resemblance to those of Nature and none to thenesubf mechanical production,” in
Chiltern Country The Face of Britain (London: Batsford, 1940), 87.
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shavings,” is “unembellished and determined by"ussembling the clean, austere
forms of South Carolina tobacco barns and the Khrtbp-oasts, to which the text also
refers. All are functional in form and “rooted imetearth and constructed for work,”
indigenous shapes of the countrysii@he men epitomize the wholesomeness of thrifty
craft, for they “follow in the wake of the wood-tet, like gleaners in a field. Their work
gives them a “calm and satisfied ... look;” neitremarked by “the harassed strain of
the factory-worker.” But this will not last: theddr man will live out his days practicing
his trade, but his youthful companion’s life agaftsman will probably be cut short by
the competition of the town, as it substitutes stdal process for craft. Leighton’s rather
selective perspective omits the fact that the boxlgere highly specialized component
makers that did not produce a fully functional gntinstead, they sold the parts to High
Wycombe factories not far from her cottage, a diétat would have greatly diminished
her contrast of the virtues of manual labor disestlcontact with nature and the creator’s
sustained engagement with the finished object, witretitive factory work>

Country Matteranakes no reference to local and national debatesgithe '20s
and '30s about the role of mechanization and stalttion in regenerating handcrafted

goods and agriculturally based services. In conhtoakeighton’s preservationist, crafts-

22 Leighton,Country Matters69. My Chapter Three argues that Leighton foumcltels
between these building forms and the modernisistite built at Four Hedges,
providing a sense of continuity between traditiod ¢he new.

23 Ibid, 69-70. High Wycombe in the Chilterns, lonapkvn for its vast stands of beeches,
was the chair-making capital of the world during thneteenth century. By 1920 it had
become the second largest furniture-making towlngland, its industry boasting

10,000 workers by 1939. See “High Wycombe — Furaiflown,”Wycombe District
Council Web, 6 Jan. 2009, for a history of its chair tsiaen from the late seventeenth
to late twentieth centuries.
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oriented perspective, attempts by progressive-incalstry organizations to bolster rural
employment in the late 1920s and 1930s focuseéllaan economic advancement, at
the expense of keeping intact traditional craftgegoned by anti-industrial arts-and-crafts
principles, or for that matter, which sustainedmantic image of the countryside for the
reader or the tourist. Adapting to modernized meéshend changing markets often
moved the product from its original utilitarian fttion, into a new decorative
consumerism, changing its maker into a mass produtie little feeling for the inherent
value of craftsmanship or relation to his purchagdrile it was true that “no amount of
sitting under chestnut trees” would benefit thendyiblacksmith trade, the suggestion that
the smith create a demand for horseshoes by ediadglia collectors’ club is a truly
suburban solution, disregarding the integrity afimection between maker and craft that
Leighton valued and practicédAlthough the mass-manufacturing processes of
industrial design also eliminated this close relaghip, the earlier craft forms were often
used to validate the new ones. As Bailey points ‘moany modernists were anxious to
find in the forms, rather than the manufacturegarier work, parallels with industrial
design,” thereby absorbing tradition into an “urk®o chain of progressive desigf.”
While the availability to the wider public of wedlesigned handcraft-inspired, mass-
produced articles was in keeping with Leighton’deswor to popularize the arts, the

separation of artist and maker contradicted heramtl-crafts-based principles. Although

24 As proposed by E. R. Vincent, Secretary of the fédigeshire Rural Council during
the late 1920s, Bailey, “Rural Industries,” 135-36.

25 |pid, 148.
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this must have concerned her (and some of thosebatight her books), her publications
and personal writings do not address this issue.

Some progressives cast the debate between prasersiatand modernists in
antithetical terms -- the “romantic and decrepgéaimst “the unromantic and efficient” --

a view that oversimplifies the dilemmas posed bglrdecline and overstates the benefits
of modernization, minimizing the significance ofagrity and authenticity in
craftsmanship, which Leighton placed at the ceottérer vision of wholeness of wofR.
Rural-life literature and mass circulation publioas, which also disseminated a
traditional, romanticized image of the countrysidelped emphasize this dichotomy.
Christopher Bailey finds that national papers argjazines such &ountry Lifelargely
selected “picturesque” scenes of people at workial settings from Rural Industries
Bureau photographs of the’20s and’30s, rather fhetares of modernized workshops or
mechanization. Instead of educating the readeraihtechnique and material, as the
RIB intended, the photographs functioned as “a nmmef the ‘living relics™ its
readership might encounter while in the coufifry.

Leighton’s images ilCountry Matterscould have functioned similarly, certainly
as single-sheet prints, and for those who purchtésedook and might have looked at the
pictures without reading the text. This consumeerded viewpoint that Bailey discusses
served the new rural population that was chandieddce of the land -- the commuter,

the weekender, the suburbanite, the vacationepditgs out that a nostalgic patronage

%% |bid, 134-36. | have relied on Christopher Baitegiscussion of Rural Community
Council reports, which appear to be unpublishedvainidh | have not been able to
access. The phrases in quotes are from E. Vin€Em, Village Craftsman,” in “Notes of
a Conference of Rural Community Councils held an@adge in 1927.”

27 |bid, 136.
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of rural industries comforted these new countrygbed‘providing an altruistic
justification for their consumption.” Moreover, ndalé-class practitioners of the crafts
brought “a new, consciously aesthetic approacheo tvork,” which out priced the older
products. The result was a rejuvenation of handwaded on Arts and Crafts principles
that the RIB had considered beyond help, but rggsiman altogether different market. |
would argue that Leighton’s practices struck a rf@apgtound in this debate. Although
she accepted the engravings’ reproduction by thereltype process to make her books
affordable and capable of reaching a wider reagetbln when produced in small
numbers by a private press, the quality of the esagas generally good, the books were
not published in mass editions, and she also ptttiegbrints by hand for small editioffs.
She therefore maintained a high degree of involvemith and control over her work
and furthered to some extent her interest in pojaitg art. But she obviously had little
control over who bought her books, including thesmeiddle-class inhabitants of the
countryside.

Leighton addresses this new constituency, its effedraditional rural life, and
its repercussions on society in general, in théapestoCountry Matters Communal
wellbeing depended on the rural worker’s essebbald with the “strong, sane”
temperament of the earth:

At no time has this been more needed, and am®have we stood a

greater risk of losing it. For with the modermshuwf consciousness
about the country we may destroy the thing we l@vsentimentalised,

28 Chapter One discusses her engraving processesgjiimg electrotype, while the
Epilogue addresses aspects of her print editioddhaw broad an audience she could
have reached.
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self-conscious countryside, fixed for the sigets would have lost all that
made it desirabl&

This perspective risks comparison with the ruralisting that Stella Gibbons parodies in
Cold Comfort Farm(1932) -- pitting sophisticated city living agatnlse uncomplicated,
elemental nature of the country. As the culturatdrian William Stafford summarizes
this idealization of pre-industrial society, “Lifad simplicity, wholesomeness, and
rootedness; men and women, in touch with the soilthe seasons, devoted themselves
to meaningful and fulfilling tasks. Art was collea and popular. Consequently human
personality exhibited a psychic wholene®$This utopian vision seems to have
exercised a great appeal over Leighton as shetedl®n the role the countryside should
play in modern society. Her text directly argues] her images imply, that a consumer-
and-leisure-oriented countryside diminishes thalriaborer’s close relationship with the
natural world, source of a balanced life. She frrttevelops this idea and the related
guestion of ownership of the countryside in theptba“Tramps,” the subject of the

following section.

Validating the Tramp

Country Mattersopens not with a portrait of a representativeagdl worthy such

as the blacksmith, but the tramp, perhaps the masgginalized figure in society.

Leighton thereby subverts the book’s otherwise citdd image of rural England as the

29 Leighton, preface t€ountry Mattersxiv.

30 william Stafford, “This Our Happy Country: Nost#gor Pre-Modern Society,” in
Imagined Pasted. Shaw and Chase, 43.
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repository of national virtues to bring up issuegarding the distribution of wealth, who
belongs in the countryside, and society’s attitudesard nonconformists and its lack of
compassion for the poor. The chapter reflects #stideals -- her and Gollancz’s --,
recasting conventional topics of the genre to daétention to social and economic
inequities. Leighton addresses the “down-and-aathp of the Depression-era
countryside as opposed to the fresh-air-seekinglleridass city dweller who caravans
during holidays “Romany style,” and the tramperthbaf whom intentionally remove
themselves from the conventions of modern lifebioef periods of time to experience
rural life and the open roddIn her hands, the tramp becomes more than adantst
part involuntary embodiment of socialist idealst tather an individual admirable in
himself and a rightful member of society withougaed to material worth or standing.
“Tramps™ narrative and eight illustrations demaast a familiarity with the
complex, often contradictory myths of the vagabonliterature and art over the
centuries, which significantly influenced sociditatles towards the homeless pdor.

Romantic accounts of vagrant life, which reachéeight during the Edwardian years,

31 Regarding gentleman trampers, Leighton’s pardriesid and fellow-author W.
Gordon Stables (the thinly disguised “Alexanden Leighton’sTempestuous Petticqat
47-52), toured Britain in a custom-fitted mahogaayavan with servants. Publications
like Trampmagazine and Harry RoberiBhe Tramp’s Handboof.ondon and New
York: J. Lane, 1903) offered advice for the amatpysy. Concerning the artist tramp,
see Lisa Tickner, “Augustus John: Gypsies, Tranmaslgric Fantasy,” irModern Life
and Modern Subjectd9-78; on trampingee Stephen Grahaithe Gentle Art of
Tramping(New York: D. Appleton and Co., 1926; London: Raoléen, 1927).

32 M. A. Crowther (“The Tramp,” iMyths of the Englished. Roy Porter [Cambridge,
UK: Polity Press, 1992], 91-113) analyses mythgagfrancy through literature, from the
mid-nineteenth century to World War I, with an erapis on the Edwardian era’s
romanticized tramp -- part of an overall genrehafse reduced or fallen in class, rank, or
social position.
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investigative journalism, authentic tramps’ pubddimemoirs, and Leighton’s own
contacts with wayfarers during stays at her satidlunt Sarah’s Berkshire cottage
inform her visior®® Her imagery seems more aligned with the Continémtagery of
vagabonds that engaged with the political goalsideals of a radical Utopian movement
than with nineteenth-century British book illusioat, such as Cruikshank’s engravings
for Dickens, which caricature vagabonds, and depa& as small figures in a group
setting. While her portrayal of tramps and interdacumentary photography that
occasionally illustrates journalistic accounts afjkants share a common interest in social
concerns, she refuses to portray the realitiesef tlothing or living conditions that the
camera record®unchs Depression-era tramp cartoons and the Chaplirgesign
character function both as type and individual,ilexing ironic humor and tragedy,
elements that Leighton also explorés.

But | would suggest that her imagery draws on fateteenth-century French
socialist and Neo-Impressionist interest in ther@mat icon of the tramp. My argument
takes as a point of reference John Hutton’s stdiglyints depicting vagabonds by Neo-

Impressionists who aligned with fin-de-siecle ah&tmovements in France, whose key

% The tramp spurred a whole genre of literaturegiramfrom the romanticized imagery
of Wordsworth, Stevenson, and George Borrow testieeological accounts of Frank
Gray (The Tramp, His Meaning and Beirjgondon: Dent, 1931]), who served as a
Liberal Member of Parliament during the 1920s anded the Oxfordshire workhouses
disguised as a hobo; and OrweDswn and Out in Paris and Londghondon:
Gollancz, 1933), which Victor Gollancz publisheteaflonathan Cape and Faber &
Faber rejected it.

34 See Fiona Nickerson and David Woott®he Illustrators The British Art of
lllustration, 1800-2007 (London: Chris Beetles, 20076-79) for a discussion of Frank
Reynolds’ portrayal of tramps published”Ronchbetween 1908-1946. Simon Louvish’s
Chaplin: The Tramp’s Odyssélyondon: Faber and Faber, 2008) is among the tigcen
published books that explore Chaplin in the roléheftramp.
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themes and concerns ranged from criticism of bauisggociety to the impact of
mechanization on modern lif8 Addressing the complex, often contradictory, siatie
perceptions of the homeless wanderer, Hutton iflestihe anarchists’ dualistic
characterization of the vagabond as “a heroic iddilist, proof of the ability of a
liberated few to live free of the constraints ofibgeois society ... [and] the victim of the
bourgeoisie’s indifference to the poor.” Stock ks that depict the tramp as jolly and
carefree or as part of the “deserving poor,” wyrbf Christian goodwill, complicated
attempts to develop an image that merged noncoigbhmaro with prototypical social
victim. Hutton finds that the Néos’ attempts toguwoe an integral image that conveyed a
message without recourse to captions or conventadlegories was not tenable, and
frequently could not be distinguished from the elssdment Salon paintings that showed
tramps picturesquely or elicited an empathic respBhLeighton faced a similar
challenge in conveying her messages about the tiatie engravings alone; while the
absence of captions upholds the prints’ autonoheir fuller meaning depends on a
close reading of the text.

“Tramps™ numerous illustrations enable Leightorditierentiate and develop
these varying vagrant types, to form distinct peadities and characterizations that do
not require titles or text for their essential megn- carefree tramp, social victim,
visionary, child of nature. These depictions oftagy men without companions or family
underscore the tramp’s isolation from society, \Wwketas nonconformist hero proudly

operating outside the conventions of a capitalistesn or as its victim. Leighton moves

% John Hutton, “Les Prolos Vagabondent’: Neo-Imgiesism and the Anarchist Image
of theTrimardeur” Art Bulletin 72 (June 1990): 296-309.

36 |bid, 296-97.
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beyond stereotype by distinguishing among thesaleramg destitutes, affording them
some appearance of respect and dignity in theurgpsbance and by carefully sometimes
individualizing their facesHead of Trampfig. 4.7).

The narrative, which includes accounts of her altbigteractions with specific
rural tramps, directs the reader’s interpretatibthe engravings by addressing the
culture of the tramp and his relationship to sggitte natural world, and the rural folk.
Without depicting graphically or verbalizing thdexi-piteous physical appearance of the
homeless wanderer, Leighton calls into questioesgs materialistic values and its
indifference to the poor, differentiating betwehe t‘soft™” tramp who evokes pity, as he
moves through the fifteen to twenty miles of coysitle that connects one village
workhouse to another, and the “true’” tramp whaseconformist philosophy embraces
the open road and “the needlessness of posse&idise connects the tramp’s
seemingly conscious embrace of non-materialisticasawith the rural people’s “right”
way of living and “simple” outlook, envisioning hias a rightful child of the
countryside, if not a paragon of national virtues.

Tramp on Roadfig. 4.8) establishes the chapter’'s humanitareene by depicting
a solitary homeless traveler exposed to the ingiffeharshness of nature. A faceless
wanderer wearily trudges the road winding fromag# to village through the driving
rain, battered and exposed as the storm-blastediat he passes. The pitiless landscape
he must negotiate summarizes his whole adverseeages with the implication that the
harsh environment is also a metaphor for societyiselcoming, often hostile nature

towards his kind. Hutton traces the origin of tirage of the vagrant as social victim to

37 Leighton,Country Matters1, 2, 5.
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the romanticization of the medieval legend of thandering Jew, as exemplified by
Eugéne Sue’s popular novek Juif Errant(1845), which transforms the anti-Semitic
legend into “a metaphor for the endless persecutidhe poor and oppressetf.Paul
Gavarni’s illustration for the novel shows a wareterith his back to the viewer, bracing
against the elements in a sparse, rocky landségpd.©). | would suggest that
Leighton’s tramp draws on such imagery to convsinalar message, his bowed back
signifying his own burden and misery but also thfathe nameless poor.

Several other prints that Hutton discusses, notéh8o van Rysselberghdes
Errants (1904, fig. 4.10), and Camille Pissarrd'ss Trimardeurg1896, fig. 4.11), give
context to Leighton’s use of the landscape to cgithie inequitable plight of the poor.
Both show homeless wanderers negotiating the apeahy the first positions a family in a
bleak landscape of misery and hopelessness -athegppears to lead nowhere; the stark
tree trunks suggest a sort of nonnegotiable batarblocks the family out of any
escape from such an existence. The other depfatsity walking alongside fertile,
cultivated fields so obviously not theirs, whichtkdun interprets as implying a
“misordering of society” caused by “the imbalanetveen the riches of nature and the
poverty of the people®®

Leighton’s image offers the possibility of some gof accommodation for the
tramp as compared tees Errants Despite the adverse conditions under which hetsa
a village is within sight, the church perhaps a kghof charity, the unpictured but quite

possible workhouse a refuge of some last resors. ifilmo way lessens his grim

3 Hutton, “Les Prolos Vagabondent,” 297.

39 |bid, 305-06.
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circumstance, or the knowledge that the inhabitahtke village already rely on the
shelter that he seeks. The pelting rain -- thegfa@fcnature acting directly on the tramp
and impeding his journey -- and the barren fieldighten his pitiful appearance, which
seems as dire as van Rysselberghe’s family’s. Atthahe depiction of a family group
could elicit a heightened emotional response ageoned to a single vagramnies

Errants snow-covered ground conveys an inhospitable bssjye environment that
lacks dramatic engagement with the figuf&She forces that contribute to the family’s
plight are implied; in contrast Leighton’s prinsualizes the natural and societal entities
that work to keep the tramp alive.

Leighton calls on the tradition of the nonconforniiero to further develop a
vision of the tramp’s role in society and relatibipsto the countryside, without
necessarily subscribing to the anarchists’ incagdizessage. In place of the itinerant
rebel or the social reformer are the self-describsidnary burning “with the fire of
religious mania” The Mad Propheffig. 4.12.); and the individualist, who has liatd
himself from the constraints of modern lifer&mp Waving Farewelfig. 4.13). Leighton
differentiates between the “soft” tramp, for whame tountryside is but an unnoticed
distance through which he must move from workhdaseorkhouse, from the free-
spirited “true” tramp, whose real contentment stéms his independent spirit and

embrace of the natural world. She characterizestuith as lighthearted, a “carefree

0 Hutton (““Les Prolos Vagabondent,” 303) pointst dhiat that standby of the salon, the
entire homeless family (including babe in armsylddeighten a sense of the poor as
deserving “Christian charity.” The artists maint#iie anarchist vision of the vagabond as
victim of bourgeois society by keeping the famiyact, so as to impose the blame
squarely on an unjust system, not upon a desdtthgr.

210



romantic ... as true to type as if he existed betwherpages of a bookand one who
has rejected capitalism, the source of econommuiig and modern anxiety. She relies
heavily on the narrative to articulate such indixatism: freed from the worries and
preoccupations of all but the plainest living, treanp embodies an aspect of the socialist
spirit, albeit on a highly individualistic level eighton questions the values of
mainstream, industrializing society, upon which shges an alternative philosophy of
living as exemplified by the tramp:
It is a pity that this fear has grown around tiheai of the tramp, for there
is much to learn from him. Who else demonstratesrnéedlessness for
possessions? Who else corrects the blind rush alemolife? There is
dignity in his poverty. He rarely trades on thegdg wears. If he shows
us his worn-out shoes, and asks for our cast-dffis, in a spirit of the
communism of property. And his laziness? Shouldolaene him for this?
His attitude to life must needs be based on diffex@lues from ours in

that he has none of the usual urge to accumulasegsions. What, then,
is there to prevent him from pausing and tastifegviith gaiety?®?

The challenge of merging form and message, toephbwth a pictorial sense of
the idea of social injustice and of the carefrekvidualist, is apparent illramp Waving
Farewell in which the “true” tramp appears closer to tteek jolly traveler than the
unconventional hero. As Hutton points out, the enigt image of the social hero,
intended to “assert the revolutionary challengéhefvagabond to the capitalist social
order,” could easily merge into “the dominant ideptal image of the vagabond as a
picturesque, enviable happy-go-lucky charactéhe cheery vagabond in G. de Greef's

1898 illustration forAlmanach de la question sociatee yearbook of international

“1 _eighton,Country Matters1-2.
*2 |bid., 5-6.

*3 Hutton, “Les Prolos Vagabondent,” 299.
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socialism, exemplifies this problefe Chemineayfig. 4.14) and Leighton’s tramp both
cheerfully confront the viewer, implying their cnee existences in the rural landscape
with no reference to the social context or redffty.

Leighton develops the notion of the individuatikise to nature but a social
victim in Tramp Asleeffig. 4.15). Her “special tramp friend” lies indstch surrounded
by foliage and flower, his clothing resembling sliaal robes rather than his actual
tattered, filthy overcoat. Whether asleep or delad garrative implies both conditior§),
he rests with as much dignity as the worthies engarish churchTihe Lady Caroline
Bramleigh illustrating the chapter “The Harvest Festivdig: 4.16). Unlike Camille
Pissarro’s image of a homeless man dying alonedesarted city streefi¢an Misére
from Turpitudes Socialed889, fig. 4.17), or Alphonse Legrd3eath of the Vagabond
(1879, fig. 4.18), in which nature (the storm-béaktree) signifies the transient’s worn-
out staté’® he is enveloped and at ease in nature, whichatrative suggests is a result
of his “right” values and “simple” way of living.

Leighton connects this “true” tramp’s worldviewtlvthat of the authentic settled
countryman: his life is as enviable as that of lhtloresher Ted Lawrencgfig. 4.19),

whose similar “philosophy” derives from solitudedatimme free to think; “he too had

*4 Robert Louis Stevenson’s “The Vagabond” epitomibésimage: “Give to me the life

| love, / Let the lave go by me, / Give the joligdven above / And the by-way nigh me. /
Bed in the bush with stars to see, / Bread | difhériver — / There’s the life for a man
like me / There’s the life forever.”

> |eighton,Country Matters11.

“ Discussed in Hutton, “Les Prolos Vagabondent(53
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scoffed at possessions” and the accumulation ofey8r_awrence appears contented
and at ease in nature, as he sits with the friiltssdeisure time, the freshly shucked peas
and majestic stand of dahlias, which suggest lgaroc involvement with growing things
for both sustenance and beauty. M. A. Crowtherstitat by the Edwardian period the
vagrant could be seen “as the guardian of primiegsincts against the encroachments of
business or city life. Being close to nature, hdaratood elemental values” and was seen
as being “spiritually richer than the household&r’view that carried into the
Depression yearS.Drawing on this romanticized image, Leighton tfiemnher develops
the idea by linking the like-minded vagrant andatyreople, which subverts the
stereotype of the homeless as lazy and un-conitndgutather, she implies that it is the
larger world’s pursuits that are unnatural.

Tramp Asleeplso speaks to the theme of the vagrant as anvadtia neglectful
social order, in a way totally conflicting with hiemanticized nonconformist image. The
bottle that has slipped from the tramp’s hand iegpthat he has drunk himself to sleep,

and by extension, that alcoholism has caused lisnwentional lifestyl€® Leighton’s

*" Leighton,Country Matters 14.
8 Crowther, “Tramp,” 106-07, 109.

49 As exemplified by the self-described “tramp parstime Rev. Frank L. Jennings
(Tramping with Trampf_ondon: Hutchinson, 1932]), 34-35, who endor$es“‘tvisdom
on the road, a plain man’s wisdom” and the idethefhomeless wanderer as “a child of
Nature ... (who) makes himself Nature’s guest.”

*0 Such outcasts’ plight was also addressed by @Hésterton in “The Rolling English
Road,” which poignantly juxtaposes humor and pathasvision of the vagrant life and
how society should value the despised derelict. @dem begins by hyperbolically
attributing the road’s crookedness to “the reelimglish drunkard;” but when this force
of nature shrinks to a filthy corpse “with the wildkse ... above him” in his ditch,
Chesterton asks that, “God pardon us, nor harden UBut walk with clearer eyes and
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accounts of conversations with tramps reveal thed¢ men were among the
psychologically and physically war wound®dA large number of vagrants were
alcoholic, jobless veterans; one contemporary atcestimates that up to 80% of post-
war tramps were ex-soldietsalthough immediate post-war official proposalsssist
these men and public conscience had faded in oeasionally the death of a homeless
veteran resulting from harsh vagrancy laws andigegte or outright cruelty while
incarcerated jolted collective indifference, onghiprofile case directly bringing about a
1935 amendment to the never-before-modified Vagr#&at of 1824 to abolish the
offense of “sleeping out” in the open air. Two Cemnative MPs with distinguished
military records took up the case in Parliameng appealing for equitable treatment of
the rich and the poor: those who “chose to sleg¢@sa ‘health giving’ pursuit” were not
breaking the law, while those so poor to not “htheprice of a night’s lodging in ...
pocket” were considered criminals for sleepingand were likely to go to jaf® John
Garside’sGypsies and Gentilg4930, fig. 4.20), which depicts a wanderer pagsin

placard stating the penalty for “Rogues and Vagdban lying about,” is a graphic

ears this path that wandereth / And see undruggeudaning light the decent inn of death
...;” The Collected Poems of G. K. Chesterfioondon: C. Palmer, 1927), 183-84.

> Leighton,Country Matters7-8.

>2\W. A. GapeHalf a Million Tramps(London: Routledge, 1936), quoted in Lionel Rose,
‘Rogues and Vagabond¥agrant Underworld in Britain, 1815-1985 (Londand New
York: Routledge, 1988),63.

>3 RoseRogues and Vagabondd73-74.
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reminder of the vagrancy la¥¥Whether or not Leighton’s audience required tixe te
more fully understand her appeal for social toleeaiiramp Asleegonveys a great
compassion for a homeless poor, giving him a peiagignified resting place in the
natural world and a standing as an authentic, dallodividual not part of a faceless
criminal mass.

“Tramps” closes witlOld Boot(fig. 4.21), a laceless relic rotting back to dsth
among grass and dandelions, which serves, foisalhimediate picturesqueness as a
metaphor for life on the road, abjectly hard buthaf pretense and convention. As Van
Gogh paid homage to the life of the workingmariRair of Bootg1886, fig. 4.22F> so
Leighton honors the object that keeps its forevasgcuted and moved-on wearer
trudging over countless unwelcoming roads. Bothgesa(especially Van Gogh's
frontally-placed one) call upon the viewer to sunmnop a sense of their users’ lives,
with something of an implicit hint that we humblerselves to understand those who

have shaped these worn castoffs.

Perspectives on Social Standing and Otherness

A series of chapters about customary gatheringstbeecourse of the year --

horse show, harvest festival, flower show, circusddresses the commodification of the

countryside as it was affecting the rural peopkighton’s quarrel with the exploitation

> An illustration for John Sampsorie Wind on the Heatti.ondon: Chatto and
Windus, 1930); reproduced in Deborah Epstein NGrthsies and the British
Imagination, 1807-193(New York: Columbia UP, 2006), 4.

%> See Julian Treuhertlard Times: Social Realism in Victorian Attondon: Lund
Humphries, 1987), 124-25, for a brief discussioWah Gogh’s many still lifes of boots.
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of the landscape as the largest of consumer ohjattter than for its agricultural
production centers on the moneyed and socially prent’'s appropriation of folk
traditions and seasonal communal gatherings, wditelns their fundamental context and
meaning. With the quasi-mythic patriarchal systdmarson, squire, and peasant holding
little interest for her, she confronts contemporsoygial inequity, the continuing

inorganic divide between the classes, and thesehttitudes toward the countryside and
its original inhabitants.

“Horse Show” speaks to the urbanites’ appropriatbthe rural community’s
stock exhibition for their own recreational intedsewithout any practical consideration to
voice questions about the uses of the countrysldss division, and social bias. For the
townspeople the country is little more than a pesque locus for conspicuous
consumption, even as they disregard and disruptriegghbors’ ways. Sleek
automobiles, trailers and vans transporting hiditgd equines command the right of way
to the show grounds, forcing farm workers and thaity useful horse-drawn carts off
the narrow roads into ditches. A farm boy, who Wwatked his sturdy workhorse to the
show Shire Horsefig. 4.23), observes the young horsewomen whoidlat® an event
with a “hard tense look on in their faces,” as thieg sidesaddle on their sleek, pedigreed
hunters Hunters fig 4.24)°° Ashamed of his insignificant standing -- had themven
“even bothered to notice him, [they] would haveudlet what a scrubby-looking little

creature he was...."” -- he still cannot but disdam hunters’ obvious unfitness to match

*% Leighton,Country Matters118.
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his draft horse’s fitness to furrow the enduringda“They be only for show. And they
women too.?’

Hunters the book’s only visual reference to the towimectly contrasts the horse
bred solely for display and elegant competition es@wner with the shire horse and his
humble companion who eat together and work to feedanity Dinner Time at the
Show fig. 4.25). Leighton portrays the equestriansifra low vantage point to indicate
their elevated rank; the Rolls-Royce-like hood oneat asserts their wealth, the prime
force that is remaking the countryside. In contrdmt boy and his farm horse are side by
side and depicted at eye level, which indicater ttneitually dependent, equal relationship
and “ordinary,” even companion standing, and pestsggesting a degree of rapport
with the viewer; the fruit-bearing tree that shatlesm indicates their close connection to
the fertile natural world.

The narrative makes yet more explicit the “blatotial cleavage” between the
classes, with the “heavy lines of the shire horsesl the “delicate, spare grace of the
hunter” reflecting and contrasting the “flowingnguility” of the farm boy with the “taut
handsomeness of the aristocrat. While each kdpstseparate meadow, there was no
meeting point.”® Leighton’s assessment echoes the laments of sutiereural writers

as George Sturt concerning the erosion of rurabons by modernizing social and

> |bid.

*8 |bid, 116. Her comparison seems to visualizeatiécultural writer and farmer Rider
Haggard’s observation that the common plough heesens more intelligent than the
“aristocrat of the stable,” as he compares the évisrsteady, dully useful work over
many years against the horse used only for a evyykars for show; Rider Haggard,
The Farmer’s Year: Being His Commonplace Book 898l(London: and New York:
Longmans, Green, 1899), 107-08.

217



economic forces of the town. Sturt noted a sigaifity increased separation between the
rural laborer and his employer, which he attributedew wealth, new beliefs and new
tastes: “So, in field and street and shop, thekinds of folk meet face to face, not with
an outlook, and hardly with a speech, which bothaapreciate, but like distinct races,
the one dominant, the other subjettThe implication here is the town’s negative
influence on rural society at large.

The chapter’s remaining illustrations reaffirm gréamacy and value of
agriculturally oriented work and livinghire Horsanverts social rank by raising the
farm horse’s standing, employing the traditionad@uaith which artists presented
pedigreed livestock; Charles Frederick Tunniclgf8hire Stallion(fig. 4.26), an
engraving contemporary with Leighton’s, shows atigeman, perhaps even the owner,
showing off the pride of the stadi®Evening After the Shotfig. 4.27) pictures the
weary but proud farm boy astride his prize-winnggre horse on the winding road
home, long outdistanced by the impatient cars amgeiboxes that had again forced his
team into the ditch. Man and horse and cultivateld$ meld into the rolling hills,
signifying a unity between the land and those wiookwt and a peaceful existence
altogether lacking in the stress-ridden town.

While the old idea of the countryside as morallg @hysically healthier than the

town comes into play here, Leighton’s emphasishe@rtiral laborer’'s way of virtue

*9 George Sturt (1863-1927, pseud. George Bouthenge in the VillagéNew York:
A. M. Kelley, 1969, 106-07; first published in 1912

% For an overview of the prolific illustrator C. Funnicliffe (1901-1979), see lan Niall,

Portrait of a Country Artist: C. F. Tunnicliffe, R. (London: Gollancz, 1980karlier
examples include George Stubbs’ (1724-1806) ptstcdi“aristocratic” horses.
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through closeness to the land appears to hawetlitttlo with the racially oriented
perception of the yeoman as a hardy stock from lwEiegland would regenerate. A
subject of national discourse during the late marth and early twentieth centuries as
rural population steadily feff: the debate carried into interwar years addregsetl io

the agricultural crisis. England had paid moremdita to the towns and the profits from
an expandable market rather than the “developnfeatstrong, healthy, vigorous race in
the country.” Parliamentary debate on rural indesthoped to “encourage sturdy British
village folk all over rural England to hold fasttteeir old traditions of faith and
character.®? But | would argue that Leighton’s interest is ®found more within the
larger sphere of the whole human race’s relatignghthe natural world, a sense of
nature as the source of life, and the importane@ofmunity rather than the politics of
“blood and soil” as promoted in 1930s Germany,daoiogy that some English
organicists found attractive as a means of reimaitjog the countrysid® Going to the
Festival(fig. 4.28f* brings home the country folk’s productive attachirte the earth, as

the vital landscape of curving tree and common sakdflowers seems to embrace a

%L For example, in his 1883 essay “The Dorsetshiteolger,” Hardy argues that the
laboring class’s weaker relationship to the lanpried them of their typical strong
morality; see Holly Davis, “Hardy’s RomanticismTine Woodlander’s Deep South3
(Spring 1997), n. paggnglish Department Ezine, Otago Universitfew ZealandWeb,
7 Jan. 2009.

%2 Mr. T. Williams and Brigadier-General Brown, HousieCommons debate on “Rural
Industries,” 15 March 1933, Hansard, the OfficiajpRrt of Debates in Parliament, HC
Deb 15 March 1933 v. 275 ¢c2049-10, Web, 2 Julyl201

% For a discussion of British organicists’ interiesthe ideology and rhetoric of “blood
and soil,” see Matlessandscape and Englishned68-70 and Burchard®aradise Lost
136-37.

% A full-page illustration for the chapter “The Hast Festival.”
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mother and child laden with the bounty of the fel@ihe narrative makes it clear that
these gifts then become “public property” to det®the village church, as they join the
whole parish’s dedicatory offerings in thanksgiviog the harvest® For Leighton the

soil is the ultimate source of goodness and abwejarot dependent on any narrowly
defined community; service to it breaks down sobatiers, uniting the whole people at
a passing, but while it lasts, a very powerful thimint of each yedf.

Country Mattersobliquely addresses the popular perception otthumtry as
morally healthier than the town, while bringingigpues concerning social mores and
otherness. The narrative in the chapter “The V@l&gir” portrays the rural people as
capable of harboring adverse personal and culkataks, suggesting that their
conventional morality may not always conform to ithea of the countryside as morally
healthier but instead reflects the commonly hekjusficial attitudes that can be found in
the wider community. “The Village Fair” takes ugetmythology of the gypsy to subvert
this idea and to further explore hierarchical catemation of those who are different: the
rural people disdain coming “face to face with thesazen hussies and evil-looking dark
men,” who never seem to wa%hThe engravings of the festival gypsies do not supp
this overtly stated stereotype, although the captian direct itEvil-looking Dark Man
Soothsayerfigs. 4.29-30). It is difficult to read Leightaintention here: to impart
simple local color or to construct a land-rootegkgortedly racially pure stock’s bias

counterpointed with people at once alien and famds a pointed commentary on

% Leighton,Country Matters 104-05.
% |bid, 106-07.

%" Ibid, 46, 61.
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continuing national bias, or even to criticize Gany's Aryan-centric prejudice and
periodic pogroms of the Romani during the 19%08ne is tempted to juxtapose the
illustration of chasteness, whiteness, and idealityeMiss Stacy’s Venudig. 4.31),
which Leighton casts as a coveted but ultimatettamable fair prize, with the popular
image of the swarthy gypsy. Deborah Nord relatas glgpsies “functioned in British
cultural symbolism as a perennial other, a rectir@ed apparently necessary marker of
difference,” which served “as a field for the piijen for what was both feared and
desired in that part of the British cultural sél&t was denied, reviled, or prohibited.”
Rather than identifying the Romani with “Tramps&é-spirited rogues who are close to
nature and impervious to the oppressive constraimsodern life, which Nord argues
expresses “the main appeal of gypsies to the Britiagination in the early twentieth
century’® Leighton brands them here as purveyors of lusttie®, and upheaval
disrupting an otherwise tranquil community. MorantHong-presenced outsiders to the
countryside, the gypsies embolden the villagetgrg at times consciously felt but
sternly hidden longings and passions, causing ah misturbance to their emotions and

behavior as the suburbanites have to the faceedftid.

® Donald Kenrick’s and Sian Bakewell3n the Verge: The Gypsies in England
(Hatfield : University of Hertfordshire Press, 19@®cuments British attitudes towards
the Romani.

% Nord, Gypsies and the British Imaginatiod.

® The gypsiologist Arthur Symons’ (1865-1945) esdayPraise of Gypsies” summed
up this appeal:they stand for the will of freedom, for friendshigth nature, for the

open air, for change and the sight of many lamisall of us that are in protest against
progress ... The Gypsies represent nature befaitesation ... the last romance left in the
world,” in SampsonWind on the Heat, quoted in Ibid, 136.
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Casting the exotic outsider as the hard force finglthe village to almost
chaotic ending seems to reconfigure the dichotothiasinform the convention of town
and country; its effectiveness depends on the ideagban-generated materialistic
values and acting on sturdy rural folk living dietland. WhileThe Village Fair(fig.
4.32) portrays a festival assembled for the loealgte’s enjoyment, the narrative implies
that it is the town’s materialistic products, whitie Romani ply in their exotically garish
travelling show, that are undermining the decedtvadys. If not overtly visualized in
“The Village Fair,” the town’s casually powerful monodification of the country was
readily apparent in more widely circulating pubtioas than that o€ountry Matters
Pictures such aSountry Fair(fig. 4.33) clearly stated who owned and enjoyes t
countryside, challenging the rural folks’ righthubritage by transforming the experience
into a show for the refined amusement of sophititarbanite$’ Leighton resolves this
inequitable rural commodification by purging thevtegenerated viceStorm at the Fair
fig. 4.34); the following day the quiet, seemindigsertediillage (The Village Greenfig.
4.35) bears no trace of the fair, as if it had ndéreught the temptations of modern life to

the country.

Visions of the Future of the Countryside and thel®/iCommunity

This study has explored Leighton’s use of the cyside to address multiple

anxieties relating to the rapidly changing socral @hysical landscape. | want to suggest

" lllustration by Charles Mozley for the cover®buntry Life Annual1938.Country
Life magazine, founded in 1897 for an elite landedeesdp, continues to be published.
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thatCountry Mattersconcluding chapter, which takes place just betbeearrival of the
New Year, connects her pessimistic vision for titere of traditional rural life with that
of the wider community. “Bell-Ringers” speaks te tillagers’ past calamities and
hopes for brighter days as the old year gives wdke¢ new, while invoking Revelations’
prophecy of the end of this world and the cominghefheavenly order, transposing the
local to universal significance. The header engrguiell (fig. 4.36), establishes the
chapter’s somber tone; the great bell stands siksntog and other works immobifie.
Bell Ringerg(fig. 4.37) reinforces this solemnity, portrayitige bellmen as abstracted
forms casting ominous shadows on the belfry walhe narrative introduces the
apocalyptic vision, as the captain of the ringersgs the great tenor bell whose peals
are to kill the old year. The flu-fevered captages a vision in the sky, as the ringers
change sequences:
214356. 241536. 425136. Boom! Boom! Boom! The @dnjay writhing
in agony, and he, Timothy Childs, rope in handgdeal its dying body
along, among the clouds and the hills.... [H]e lookpdand saw it, a great
red dragon, having seven heads and ten horns &ad seowns upon its
head. And in the air about it were lightnings amahtderings and voices,
drowning the death rattle of the old year it<&lf.

Leighton leaves it to the reader to associate ploeayptic imagery of John with a

specific visual image, perhaps suggesting Blakeisgrsful response to his versghe

2 An effect all the more pronounced when comparetiéainging bell and the joined,
uplifted arms of children in heZelebration an engraving to illustrate Josephine Young
Case’s poetry marking the end of World WarHtdedom’s FarnjBoston: Houghton
Mifflin, 1946], 41).

"3 Ibid., 158. The imagery of the dragon and itsiogsbut is to be found in Rev. 12:3
and 13.

223



Great Red Dragon and the Woman Clothed with the Thoea Devil Is Come Dowft.
1805, fig. 4.38)*

The rural people’s helplessness to maintain life larelihood under the forces of
mechanization and their betters’ self-righteousuates comes into play here. Childs
blames the dragon (Satan) for the sorrows and detld the passing year: the village rat
catcher getting “destroyed by a motor car, till agly lay crimson in the road with
blood;” the hardening of the rector’s heart whenuraed out the scullery maid “because
she did grow and swell, like they marrows thatestdy Almighty God.” His apocalyptic
hallucination continues:

| am the bright and morning star.... And it be | asstbring her in.

Behold | make all things new.... She be young ane pund shy.... And

the bells do ring out for her, and | be drawing &leng in a golden

chariot, to sit upon a great white throne. It le la voice from heaven, as

the voice of many waters, singing a new s6hg.
Hopes for a better year ahead prompt him to tellNBw Year that she must bring a child
for Mrs. Stanton and a new fence for the chickem All rung out, he stumbles home,
nearly falling over the backdoor rain barr8hpw-banked Water Buftg 4.39) and
crumples into the chair by the fire, “his power .ong.”®

Child’s ringing out the Devil for his wicked deedgainst his innocent neighbors

and his hopes for the New Year gives voice to pmgssountry concerns. Cars speeding

"4 Leighton highly valued Blake'’s work: “I rejoice the Blake postcard — he is one of
my Gods;” Clare Leighton to Henry SchnakenbergNd&. [mid-1950s], Henry
Schnakenberg Papers, Archives of American Art.

’> Leighton,Country Matters 158-60 (from Rev. 22, and directly quoting pdrverse
16).

’® |pid., 150.
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down the narrow, winding country roads killed a gomeany people not yet used to
dodging them. C. W. Empson’s 1936 essay “This Motgrdepicts a culture still
grappling with the problems brought about by thmmbediment of rural commodification
and modern technology -- its potentially destruepowers, the need to assert
pedestrians’ rights, the efficacy of speed limitd #&raffic lights. Powys Evan&
Sacrifice to the Godfig. 4.40), in which a well-dressed city dwelleturns the salute of
an honor guard of robot-like fuel pumps as his stedcuts down a passerBysatirically
visualizes Empson’s declaration: “Motors are mamenien, not men for motors, and
when motors kill men their use cannot be justifiét.

On a wider level, such order in economic life amavorld affairs as there was
seemed to further deteriorate. With civil war briegkout in Spain in 1936, the continued
rise of fascism, and Germany’s growing power, ghirivar seemed inevitable. Within
the bell ringer’s visions, world peace and a sgitgf life for himself and the other
villagers were possible. His recalling from Revielas the verse, “Behold, | make all
things new,” prompts a fuller contextual readingld text, which promises a fresh
beginning:

And God shall wipe away all tears from their eyas] there shall be no
more death, neither sorrow, nor crying, neithetlghare be any more
pain: for the former things are passed away. Anthhaesat upon the
throne said, Behold, | make all things néw.

But Childs’ hallucinations break, and he resumesehirthly self, even stumbling over the

mundane water butt. Life’s inequities and anxietezssert themselves over their

" The full-page cartoon was published3nK.'s Weekly23 Apr. 1936, 94.
8 C. W. Empson, “This Motoring,G. K.'s Weekly6 Feb. 1936, 312-13.

®Rev. 21: 4-5.
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powerless victims with a terrible vengeance. Thegse of a brighter world for the here
and now is but a mirage, tantalizing but ultimather receding.

Leighton’s relationship with Noel Brailsford ondgrved to intensify her anxieties
concerning the world crises. His journalism wasibw displaying an increasing
despondency and frustration at the course of comsmyrihe march of Fascism, and the
seeming impossibility of rallying the leaders of tthemocracies to resist tyranny and
stand up for decenéy.Hitler's promise to maintain the superiority oh& Nordic race,
the finest flower on the tree of humanity” was iredt opposition to Brailsford’s
antinationalistic vision of a world that would emgpass all humankind. Like Timothy
Childs among his bells, Brailsford had seen andngghfor the possibilities of a new
world, but now felt utterly powerless to deflecé theadlong downward course of events.
Having helped prevent Brailsford from enlisting tbe Spanish Republic, Leighton
resolved in the fall of 1938 to leave both him &wdjland, fearing for both her sanity and
his while resolving not to endure another world warate December, she sailed to the
United States without telling him of her decisfdn.

While Leighton had asserted that the countrysidegdctsurvive the tractor and
the radio” in the preface Gountry Mattersher private assessments were anything but
sanguine. The Anglophile Virginia novelist EllenaStjow, writing years later about her
last summer in England (1930), recalled that Leightad confirmed her sense that the
landscape was changing beyond recognition and tggediuner to hold onto memories of

an unspoiled England:

80| eventhalLast Dissenterdiscussed throughout the chapter “In the Nighenwdithe
Dark (1933-1938),” 228-262.

81 |bid, 261-62.
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There was something else that troubled me, anduvissthe feeling that
the English themselves were doing their best td sp® beauty of
England. | had seen the slaughter of trees; | bad a quick and flimsy
American style of architecture (if it may be calkbat) springing up like
toadstools after a rain; | had seen Stonehengatémed, and the
approaches to Cathedral towns made unsightly.dlf ipve the English
countryside don’t go back,” Clare Leighton warneel as early as 1927.
“Everything is sacrificed to speed and to the umgigst to coast road&””
One could only sustain the image of the “romanddhe English countryside for so
long.

Although Britons’ interest in illustrated ruraldifwriting remained high through
the war years, professional concerns must haverdlsenced her decision to leave
England. However much her powerful, unsentimenairpyal of England’s cultivated
landscape had sustained her creativity, and whkrtivelihood, for over the past
decade, she must have seen the vast North Amenitanent with its various farming
regions as offering untapped possibilities for fatwork. Her war-time commissions
show her continued commitment to the land andatspfe: illustrations for Hardy’s
Under the Greenwood Trg&940),her commemoration of the English countryside and

its most deeply associated auth®outhern Harvestl942), her impressions of the cotton

and tobacco lands still with their tap roots in @le South, transitioning between

82 Ellen GlasgowThe Woman Within: The Autobiography of Ellen Glas@dew York:
Harcourt, Brace, 1954), 260-61, which was writteeraa number of years and published
posthumously. Glasgow was probably mistaken albeutiaite 1927. Although earlier
correspondence is possible, she and Leighton dicheet until 1935, in New York; their
correspondence (in the Papers of Ellen Glasgoteahiversity of Virginia) begins at
that time.
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traditional life and modernization, Jim Crow an@iabprogressivism; an@ive Us This

Day (1943), a hymn to the enduring capacity of thel lanfeed its peopl&

The Critical Response

Leighton’s British and American reviewers fou@duntry Matterswhich was
issued as a gift book for the holidays, among tlstrattractive rural life publications of
the late '30€* They articulated the defining qualities that tfieynd distinguished her
work from others’ in the genre, despite their neeete insightful and succinct and
provide descriptive information while addressinghbthe stories, the illustrations, and
often another recently published illustrated bonlkcountry life® The engravings
exhibited power, grace, and strong compositionttfsbd resourceful yet so restrained a
use of repetition and contrast in shape and lindiiwa confined space. That the
countryside portrayed was one that spoke to thgima#ion and the heart, not to the

contemporary social and material problems of rlifig| went unquestioned. Her vision

8 Under the Greenwood Treeas published by Macmillan in London and New York;
Southern Harvegdby Macmillan in New York, and by Gollancz in Lomdm 1943;Give
Us This Dayby Reynal and Hitchcock in New York.

84J. Donald Adams, “Country Matters in Prose and Wéoits,”New York Times Book
Review 12 Dec. 1937, 5; Edmund Blunden, “Sketches framtulke,” Spectatoy 19 Nov.
1937, 26.

8 Typically Down the Rive(1937), the second collaborative effort of H. Btd and the

engraver Agnes Miller Parker, commissioned by Gulta The reviews were usually
brief, ranging from 250 to 350 words.
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was an “homage of the English spirit to the beadiyngland;” its landscape remained
unsurpassed by any other countf§?s.

They noted Leighton’s particular interest in dejpigtworking country people as
opposed to “wild” nature or the interests of thegksh country gentleman, devoted to
gardening, sport, and nature study. While her tigeranight address the adverse forces
of mechanization and modern life on the countrysidey found in her engravings the
articulation of an “essential harmony of the vigagpmmunity with the land it springs
from.” Her formal means, especially as conveye@lair BodgersandThe Smithy
seemed to fuse “the movements and shape” of peanil@als, and landscapeThe
American writer and naturalist Henry Beston founatther engravings had a “natural
power and unaffectedness,” catching “the warmtthefearth and human living ... in its
beauty and hieratic quality, never in its prettgiésJsing her imagination and her artist’s
instinct for people, she had sketched the villagepte with a “Wife-of-Bath
completeness®®

The reviewers generally did not mention her udeeeitf the illustrations or the
narrative to address contemporary social, polit@atl cultural issues. Several factors
could have contributed to this contextual oversighdst likely the limited amount of
space given to the reviews. Moreover, the reviewen® usually rather urban literary

critics; while they rightly acclaimed the primaciher engravings and her importance as

8 Henry Beston, “Homage to England’s Beautygw York Herald Tribune Book&9
Dec. 1937, 4.

87 «Country Scenes and Peopl&@jmesLiterary SupplementLondon), 6 Nov. 1937, 831;

Adams, “Country Matters in Prose and Woodcuts,” 5.

8 Beston, “Homage to England’s Beauty,” 4.
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an artist, they probably did not closely read tfierefolksy narrative, which at times
takes up themes and characterizations widely duaila other interwar rural life
literature. There were brief glimpses of insightecritic found that Leighton’s sketches
of country life were “sometimes poignant,” but oéfd no further discussidfi.Another
wrote ofStorm at the Faiin metaphorical terms: the strips of wind-whipgendt canvas
were “the elemental shapes that constitute theeusgy” while the scattering villager
crowd represented sinners on judgment Yay.

As | have argued elsewhere in this study, Leigstoblique manner of
expressing her concerns requires a close readimgagfe and text and an understanding
of how and when the two media function togetheénapposition. Her livelihood
depended on pleasing her publishers and readerssing had to support herself for her
entire adulthood --, which limited the extent toiethshe could digress from
conventional expectations. The following, conclgdamapter attempts to substantiate my
interpretation of her interests and intentionsdnking at the handful of engravings that
she produced during the mid-1930s independentheobooks. “Common” working

people’s hardships and their relationship to tinel l®emain her concerns.

8 Henry Seidel Canby, “Dramatic SketcheSaturday Review of Literaturé1 Dec.
1937, 6, a review consisting of 150 words.

' Helen J. Lang, “In Rural EnglandBoston Evening Transcript5 Jan. 1938, Book
Reviews, pt. 5, 3.
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EPILOGUE
LEIGHTON'S INDEPENDENTLY PRODUCED ENGRAVINGS OF
WORKING PEOPLE AND THE NATURAL WORLD

The preceding chapters have addressed Leighton's pf English rural life
commissioned during the 1920s and 1930s to illtestsraoks and government
sentimentalization of the countryside and its abbways. | have argued that these works
often subtly advance contemporary cultural, soaiatl economic concerns for all that
they apparently frame the tastes and expectatibhergublishers, various official
British agencies, and a readership absorbed wittstalgia for traditional rural customs.
The inequities of class division and gross matenieduality, war’s brutality and
fruitlessness figure largely, if not obliquely,timese works even as they endorse a vision
of a pre-industrial lifestyle embodied in farm werk’ close relationship with the land.
Their power and effectiveness derives from Leigls@mbrace of aspects of modernism
as she developed distinctive formal means to coaneiynage of workers organically
engaged in tasks on a landscape closely identififtd“Englishness” and national
identity.

The following examines a small group of engravitigd Leighton created
independent of book illustration during the lat®szand '30s, to further assess her
commissioned work, her interests, and the meanghigh she sought to attain a wide-
based viewership. The product of greater createedom and originality, they more

openly establish her art’s relation to social issymlitical ideology and public taste,



demonstrating a wider-cast, more politically proatpee and socially relevant vision than
her books directed toward the seasonal gift boolketaould attempt. Out of an oeuvre
of more than 850 prints over a fifty-year careazighton created very few independent
engravings; | attribute this largely to her needé¢woote her time and energy to income-
producing work! But certain first-hand encounters compelled hetdcument a
particular scene while investing it with deep peaaeaction and long-meditated
doctrine. Perhaps unsurprisingly, the majority depiorkers outside Britait8now
ShovellerdNew York, 1929)Bread Line, New Yorkl932),Boston Cod1929),

Firewood in Georgig1936),Winnowers, Majorcd1937). Her professional success and
livelihood derived from picturing a half-authenti@lf-imagined rural England in a
highly nationalistic idiom, with no reference tovaoty (rural or urban) as it was judged
at the time, industrial strife, alienation, or wuicization. Her few scenes of London,
commissioned as General Omnibus advertisementgtdeyphreatening, indeed almost
pastoral, historic or picturesque vievi. Paul’'sCathedralputs that otherwise imposing
mass on a scale with the natural world, its cincptartico creating a dialogue with a
vibrant elm shading un-mechanized labor (1929 5ifj)?> EvenThe Docksa potential
recourse to address urban working-class issuasprtray workers heroically, seems to
be more concerned with the pictorial power of blaokl white contrasts (1929, fig. 5.2).

Leighton’s engravings of the United States, mauseveral visits before she

! The catalogue raisonné (Fletch@lare Leighton indicates that she made around
sixteen independent engravings during the 1930snbset productive decade, six of
which comprise the Canadian Lumber Camp seriesl(193

% The third of this series for the General Omnibepicts the sizeable Caledonian

Market, with its landmark toweCaledonian Market1929), and is similarly scaled to
the other engravings; reproduced in Jaffaod Engravings of Clare Leightof8.
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came to this country as an immigrant in late 1288tinue to address certain themes
explored in the English subjects even as they gungw aims, demonstrating her deep
concern for social and economic injustice and adiiap interest in working people’s
relationship to the natural world, at a time ofrgesing alienation from a productive
engagement with the land. While the '30s were & torhunprecedented world economic
disaster and social upheaval, depression-era Naw répresented for her the depth of
economic inequality and artificiality, exposing tecesses of corporate, capitalistic
materialism and mass unemployment, in an environnmerly hostile to the natural
world2 For many European commentators, New York symbolike nation, not only as
the first and last sight of the vast continent, &&ihow surpassing London as cultural
nexus and global financial capital. But for allttita publishing houses, galleries, and
social networking made it indispensable to herggsional advancement, Leighton
disdained its clamor and rush, and her few prihtsunderscore her view of urban life as
antithetical to the natural world. Neither celebrgtthe city as the port of entry for
millions eager to embrace the land of opportumty, exalting skyscrapers as shining
symbols of America’s unparalleled progresise placed the common man against the
heart of the financial district, in backbreaking to despairing in a breadline, not even

the tedium of repetitive factory labor an optioryaore.

3 Although New York served as a necessary basedightton’s and Brailsford’s periodic
lecturing and exhibiting visits to the United StatBrailsford publicly chastised the city,
whose forever-amplifying inhuman bulk callouslyuitded “its triumph over Nature;” H.
N. Brailsford, “America in Retrospect, An UnpoligicSociety,”"New Leader30 March
1928, 11.
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Snow Shoveller€l929, fig. 5.3), engraved shortly after Leightofitst trip to the
United State$ forms a subtle dialogue about the disparities betwcapitalism and the
laboring class, material gain and comfort or ldekréof; and the place of the natural
world (of which people are a part) in the predominarban environment. Those most
tangible manifestations of the capitalist systese above faceless or obliquely profiled
workers who toil in bitter cold, at the lowest kinficasual wagejo clear a path around
lower Broadway’'s Bowling Greethe oldest park in the city, now but a ghost ofréesh,
green breast of the new worl@iFPall set trees -- reminiscent of the stifled trdasts in
their narrow concrete boxes along Fifth Avenue tleghton remembers with much
empathy inFour Hedge&-- strain skyward, slender reminders of naturéngyo thrive
with the marble and limestone fortresses of soatimgrican materialism.

I would argue thaBnow Shovellersieither an overt socio-political statement

* A letter to the publisher Daniel Macmillan docurteeher “sailing for the States next
Saturday the 22.” Clare Leighton to Mr. [Daniel] Macmillan, 16 Det928, Records of
Macmillan and Co.

® The artist Norman Barr recalls hundreds of honsetesn, who were living in
Hooverville shanties along the Hudson, Harlem, Basit Rivers, waiting in line all night
for snow shoveling work at the forecast of snowtat8ment,” in NYC WPA Artists, Inc.,
New York City WPA AitNew York: Parsons School of Design, 1977), xjipted in
Patricia Hills,Social Concern and Urban Realism: American Paintii¢ghe 1930s
(Boston: Boston University Art Gallery, 1983), 10.

® Nick Carraway’s description of the new world asitagines it, was at the moment of
the European landfall, as he faces the new deedle 1930s; quoted from F. Scott
Fitzgerald,The Great GatsbyNew York and London: Scribner Classi2z800), 154.
Ironically for Leighton, Bowling Green had once hédéew Amsterdam’s cattle market,
and briefly the site of a gilded lead equestriatus of King George 1ll, soon melted
down into Revolutionary bullets.

"“There had been pathos in the sight of these litdes, each so soon to be imprisoned in
a minute island of mould on the cement sidewalleyTthad looked very lonely, cut off so
completely from the earth that had fed them whilkeytwere yet in the open land;”
Leighton,Four Hedges116-17.
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or a scene based solely on non-reflective obsemaivited its viewers to move beyond
a casual reading to ponder the contrasts set btfene: between rich and poor, artifice
and nature -- clear and impassive articulationsaogered by extraneous details.
Although the scene is unpopulated with the excepticthe laborers, Leighton’s careful
delineation of specific buildings gives a face &pitalists like John D. Rockefeller,
whose greatly expanded Standard Oil Building sta®d symbol of individual and
corporate power, its dominance of American industgmphing over muckraking and
antitrust to bestride the world’s fuel resourc&s k& colossus. The skyscrapers -- “icons
of the Modern age, their advertising function awlsgls of corporate power soon
transformed into more generalized symbols of modedostrial civilization® -- shelter
Big Business, impervious to harsh Nature and tighpbf those below them, their
heating systems emitting giant white plumes ofratéa@at well impassively through the
snowstorm.

The scene’s low vantage point and the barrier farimethe curved, high-
running El serve to bond together the natural werltie men engaged in manual labor
and the trees -- and to indicate something ofdifd energy, even as they divide nature
from the rigidly artificial buildings. Moreover, é#se compositional elements make the
men appear to be supporting the buildings, a reenind whose backs the skyscrapers
rose. Leighton strikes at the heart of the dedpggt of the Machine Age, as Miles
Orvell characterizes it, “a division of labor andigision of society: between those who

worked with their hands and those who thought withr heads.” With its focus on men

8 Miles Orvell, After the Machine: Visual Arts and the Erasing oftGral Boundaries
(Jackson: UP of Mississippi, 1995), 5.
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in backbreaking labor set against massed stonerpawaoving, immeasurable wealth,
Snow Shovellenejects the hard-nosed but highly efficient Amaniendustrial system as
conceived by Ford and [Frederick Winslow] Taylopitless process that Brailsford
warned would replace manual labor and bring masspioyment’

If Snow Shovellershows those cast beneath the hard discipline of lsathe
crude power of material progress and suggests #uhime’s capacity to dehumanize,
Bread Line, New Yorffig. 5.4) confronts the viewer with the unreflej flattening
forces of unchecked materialism and mechanizalibe.print evokes the misery of that
quarter of a nation cast out of work by the grdatégepressions, reduced to a seemingly
unending line, dehumanized and dwarfed by the mitgwers -- blatant in lacking the
identifiable features of individualistic achievenhied few men warm their hands over a
paltry fire to ward off the wintry chill, while aand-edged concrete pathway divides the
purposeless work-deprived from stilled machinergiagk, tunnel-like entrance leads to a
closed, fortress-like factory. Stark neon signseatiising “Loans” and now-unaffordable
commodities of the consumer culture cast a colcegla contrast to the skyscrapers
whose radiant glow does not filter down to the viesk. Even the spire of what could
represent Trinity Church -- a symbol of hope arfdge, a reminder of the human-scaled

spirituality of the past -- seems pathetically oitime, overwhelmed by the cold stone of

® Brailsford turned what he saw of rising unemployptria New York earlier in 1928
(perhaps reflecting the 1927 recession) into anlarfior theNew Leaderwhich noted
that the “queues of the destitute, who wait outsiidedoors of the soup kitchens and the
offices of charitable societies, are lengthening ontil here and there they block the
streets....” He placed the blame squarely on “the aae process of ever-increasing
mechanical efficiency. The restless substitutiomethanical process for human labour
is on the march;” “The Victims of Progress: Unenyph@nt in America,’New Leader

24 Feb. 1928, 9.
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commerceBread Line, New Yoik sense of alienation and unnaturalness deriwes fr
Leighton’s pursuing modes of expression that spiiog a hard-edged modernist
vocabulary that has no parallel in her entieaivre her organic, rhythmic rendering of
nature and people at work has no place here.

Deeply sympathetic to the victims of what she coesad to be a flawed system
based on materialism, Leighton aligns with thosg@mporaries whose “social

viewpoint™°

centered on the miseries of those hammered byithekage of a collapsed
economy, to confront the myths of American egahtaism, dynamism, and the universal
benefits of machine efficiency. She questions tene of work in a culture that, as
Michael Denning has argued, was seen in purelysimil terms:* Taking not only the
idea of capitalism as a form of exploitation, bisbaas one based on the “boundless
imposition of work,” Leighton considers the spiotwering reduction of life to mere toil
for gain. Her alternate vision of a physically ardotionally satisfying mode of living
takes unequivocal form iBoston Cod1929, fig. 5.5), which depicts fishermen as
independent, autonomous agents dynamically engagate of New England’s most
important maritime activities. Whereas the cityganets itself as a grid of lifeless,

straight-edged buildings, this scene seems togaihat the grain, following no direct

line, to convey with true power the sea toilersairty and purposefulness as they harvest

19 Following Helen Langa’s proposal to use the temmich appears in contemporary art
criticism, in place of the genre of “Social RealisiRadical Art, Printmaking and the
Left in 1930s New YorBerkeley: U of CA P, 2004), 6.

X Michael DenningThe Cultural Front: The Laboring of American Cukn the
Twentieth CenturfNew York: Verso, 1996], xvii and passim) has aguhat during the
1930s there was a ‘laboring of American culturejtéd in Erika Doss, “Looking at
Labor: Images of Work in 1930s American Ardgurnal of Decorative and Propaganda
Arts 24 (2002): 235.
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nature’s bounty at its source.

But Firewood in Georgigfig. 5.6) demonstrates the simple but hard tth#t
even those grown deep into the natural world catimote in an environment of
oppression and poverty. The large engraving, neaesize of those foarhe Farmer’s
Year'? depicts three African-Americans trudging benehthtiurdens of life, whether
immediately in their pitiful want, or overall ateélcrushing bottom of a grossly unjust
social order, kept going by little else than theim spirit and scarcely encouraged
resourcefulness. The foreshortened background a@tes the heroic-sized figures,
particularly the one in the center laboring benglaghcross-shaped bundles of firewood.
The bent forms cry out sorrow and hardship; the aoon the left grips her aching back,
while on the far right the unhappy soul pressimghands over his ears exudes cold
misery, a figure of lamentation.

Numerous devices, including the language of bagbtuge and plant symbolism,
drive home the subjects’ physical and emotionabestion and despondency and further
figure them as martyrs.Clumps of soft, diaphanous-appearing Spanish naosgnbol
of the Old South, contrast with the bitingly shagged kindling. The hard-spiked yucca
leaves intensify the landscape’s inhospitalityjrtekapes hinting at a crown of thorns,

while the plants on the far right of the scenereddl corn-like leaves and small heads of

12 Nine-by-seven inches as compared to eight-byrtehes.
13 The vegetation also serves to readily identifyltuale; for example, the Spanish moss

hanging from the trees, long an archetypal imadeesfp South landscape, immediately
locates the scene in the sub-tropic coastal plain.
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thick tear-shaped seeds weighing down the grasssstestrongly resemble Job'’s tedfts.
Coix lachryma-johilong naturalized in the southeastern region aminsonly known in
the United States as Chinese pearl barley, degpengsual allusion to Christ toiling to
Golgotha beneath the cross, flanked by his fellowdemned, uniting his impending
suffering and death with an Old Testament themendfess unearned affliction. Alluding
to the righteous-living Job’s faithful enduranceooie calamity after another underscores
the economic and social ordeals to which the Afriéanerican was still subjected to
with brutal confidence in the South of the 193@gmsingly still resigned to his fate, as
W. E. Du Bois observed, “on a soil wet with [hispdd and tears.” Once “as essentially
necessary to the cultivation of Georgia, as axess hor any utensil of agriculture” in his
servitude to King Cotton, he now embodies the fgmt gloom” that the black educator
and social activist found pervading the ldndeighton’s deep concern for those under
the yoke of social and economic injustice interseath perhaps the most pathetically
inequitable circumstance in the United States efith30s -- impoverished African-
Americans eking out an existence in one of the I8syttoorest states, largely rural and

agricultural, a hotbed of Jim Crow and the Ku KKtan. Her earlier misconceptions

' The botanist and horticulturalist Dr. Larry Meliamp, Director of the Botanical
Gardens at the University of North Carolina-Chada@nd an expert on plants indigenous
to and cultivated in the South, kindly identifidgbtJob’s tears, a grass long and widely
grown in the tropics for food as well as for itsge, porcelain-like seeds, used as beads —
for decoration and as a source of income. “Re:tgayi Message from Dr. Larry
Mellichamp to the author, 6 Apr. 2009, Email.

1>W. E. Burghardt Du Bois, “Georgia: Invisible Engpibtate,” inThese United States

Portraits of America from the 1920sd. Daniel Borus (Ithaca and London: Cornell UP,
1992), 103, 94, 99.
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about black people and uninformed racial stereatypigive way to a greatly enlarged
social consciousness likely stimulated by havirrgatly observed such an occurrence
during a road trip in the early winter of 19%5.

Her association of African-Americans’ sufferingtiwthe sacrifice of Christ
throws a clear grave light on her sense of andtartiesponses to the differing American
and British cultural climates of that period. AskarDoss relates, some American
“Social Realists” portrayed labor in terms of a iStian symbolism redefined along
humanist lines. Christ was “often seen as a chamgidhe underclass” in portraying the
sacrifice entailed by modern proletarian struggiethe 1930s United States, with artists
depicting His sacrifice in an imagery of suffericantemporary toiler$® | would argue
thatFirewood in Georgisspeaks to this reconfigured, wider humanist petsgewhile

retaining a specifically Christian relevance; therence to the crucible aligns in a

18 part of a publicity statement that she wrote iB5L9 “She expects to go as far west as
St. Paul, and she wants to do some painting inddpparticularly of negro [sic] types”
(Macmillan Company Book News Advance Copy Faur Hedges1l November 1935,
Margaret Bourke-White Papers) -- reveals stereatypnd a seeming association of
blacks with tropical climates. To put this into soperspective, British citizens were
more familiar (if acquainted at all) with black g in their empire’s African colonies
than with those of the United Stat&gmpestuous Petticoéit97-98) recalls reading
Uncle Tom’s Cabirand of meeting Africans from Sierra Leone as #&cliee also her
illustrations of black people (imagined, not drafnom life) for H. M. Tomlinson’sThe
Sea and the Junglgondon: Duckworth; New York: Harper & Bros., 1930

7 Leighton’s long-held desire to travel through 8muth was realized beginning in late
December 1935, when she made good a reflectioreta Brittain that, having recently
drawn the Pittsburgh steel mills and “otherwise rudely selling myself in New York,”
she was considering going “for two or three weekk & young woman | know, in a
ramshackle Ford, and just traipse around and dr&efe Leighton to Vera Brittain, 13
Dec. [1935], Vera Brittain Archive. Leighton, whadhnot yet learned to drive, rode with
Eleanor Musselman, who in 1938 would convince Li&igho settle in her hometown of
Baltimore.

18 Doss, “Looking at Labor, 246.
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general sense of mounting tyranny while serving emminder of Christ as a primary
source of spiritual identification for generatiarfenslaved black Americans and their
still-oppressed descendants. The configuratiohetrees i'Winter (1932, fig. 5.7),
which appeared as the Christmas cover of the BB@igazine th&istener invokes the
Crucifixion in barely discernible, humanist terrhgvould suggest that the two prints’
varied, nuanced approaches to the fundamental ithagenstrate Leighton’s informed
responses to the differing degrees of British anteAcan public religious faith during
the '30s, a mindfulness of how and to what dedgneg tvould be received in the two
countries, and an awareness of the historic relmvahChrist’s suffering in the African-
American culture.

Her depression-era independent priiitewood in GeorgiaandBreadline, New
Yorkare the most overt assertions of suffering thatesrer made, powerfully heartfelt
responses, not only to what she had seen for fidoselalso to the strong currents of
progressive social awareness that some Americestsantere articulating. To cast
American workers as victims of society held spedifplications for her career in the
cultural atmosphere of the 1930s. But she seemwn@ve exhibited with radical
American initiatives or reached a wide Americanlmullthough a leading New York

gallery stocked a complete line of her work begigrin the mid '30$° and she exhibited

19 During the Depression venerable commercial gafelbegan to expand into the
cheaper print market as their more expensive oiffsrfailed to sell; in late 1935
Kennedy Galleries became Leighton’s agent in thigeddrStates. Clare Leighton to
Leona E. Prasse (associate curator, departmeminté pnd drawings, Cleveland
Museum of Art), 18 Nov. 1935; Typescript Announcerigom Kennedy & Co.
regarding “Clare Leighton,” 1936, Clare LeightorpBes. Redfern Galleries in London
also carried a full line of her prints; LeightonRolfe Scott-James, 21 Sept. 1934, Rolfe
Scott-Jame®apers.
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periodically in the United StateSnow ShovellingBread Line, New YorkandFirewood

in Georgiareceived a limited viewershf8.Contemporary exhibition announcements
show that her work was publicized in northern sitigrimarily New York, Boston, and
Chicago, but featured her Canadian Lumber Campsand recent illustrations for
books, which maintained her reputation as an ist of rural life** None of the three
engravings appear to have been published in Amexieaues, although they could have
well served the ideology of the leading Americanriilet magazindNew Masse¥’
Regardless, her livelihood benefited in part frdva tapitalist marketplace even as she
exposed its shortcomings.

Her American scenes reached a broader audieriggtam, in conservative,
progressive, and leftwing publications; certaithg images took on different meanings
as they appeared in different venues and were déyalifferent audienceSnow
Shovellersappeared in an expensive British literary anthg|dlge exclusive Curwen
Press’d_egion Boolkof 1929, brought out through “the personal inteofshe H. R. H.

The Prince of Wales” at the suggestion of King @edv to raise funds for the Royal

20 The prints were issued in mostly small editicBsow Shoveller80;Bread Line, New
York 100;Firewood in Georgia60; FletcherClare Leightonentries 146, 198, 348.

2L As shown by a collection of announcements andrarog listing the engravings
exhibited, Clare Leighton Papers.

22 Andrew HemingwayAtrtists on the Left: American Artists and the Comisiu
Movement, 1926-1996lew Haven and London: Yale UP, 2002], 1-2) reldtegNew
Masseq1926 -1948) was founded by a “mixed group ofrébe and radicals” with the
content being set by the artists and writers it\aatistic and literary” tone, not a
“political” one.

23 Leighton remained critical of her adopted courgrydbnsumerist orientation, writing to

Vera Brittain that “I get positively sick at thelfsgh materialism of the American
people;” 11 May 1946, Clare Leighton to Vera Biittd/era Brittain Archive.
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British Legion, a charity for veterans and servsoddiers. Its subject is not thematically
aligned to the publication’s literary pieces, atsdimclusion probably reflects Leighton’s
need to submit an unpublished or non-copyrighteabied* But the understated manner
in which she conveyed the contrast between cagallabor alike and the natural world,
and her concomitant interest in formal consideregtiand aesthetics, allowed her to
submit the print to a conservatively oriented pedtiion. Snow Shovellersxhibits a fine
balance between Leighton’s desires to expressgailiritique and produce salable
images that could appeal to a variety of audien®eshe other handkirewood in
Georgia which could have elicited controversy with itsneovert depiction of poverty,
of African-Americans in the Jim Crow South, woulavie held less than widespread
appeal. Appearing in 1937 in the by-then libérahdon Mercuryits placement near an
essay that also speaks to the theme of individudluaiversal suffering, creates a subtle
dialogue that bridges time and place, myth andtye&lAs | discuss belowBread Linés

damning critique of American capitalism was matdoafurthering the ideology of

24 H. Cotton Minchin, edThe Legion Boagk(London: Cassell, Sept. 1929), Curwen
Press’s special limited edition of 600 copies;Eloeibleday trade edition has a reduced
number of illustrations. Leighton’s correspondet@#&linchin sheds no light on why she
submitted this particular print; “Humphrey Cottonrdhin, Inventory of The Legion
Papers, 1927-1935Texas A&M University Cushing Memorial Library andcchives
Web, 27 Aug. 2009.

% The progressively minded Rolfe Scott-James, whibdssumed thilercurys

editorship from the then conservative J. C. SquirE934, appears to have purposefully
placed it at the conclusion of Martin Cooper’s gssaunt Lacrimae Rerufhwhich
compares Giacomo Leopardi’'s and A. E. Housman’sippessimisms. The engraving
and the title of the essay both speak of sufferkeneas, who overcome by the futility of
war and the suffering of the world, sighSuht lacrimae rerum et mentem mortalia
tangunt (These are the tears in all things, and thoughtieath crowd on the mind); in
Martin Cooper’s Sunt Lacrimae RerufhLondon Mercury36, Jan. 1937, 300-307. The
engraving is on p. 307.
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radical publications.

How do these works relate to or diverge from insagiepoverty and suffering
created by American artists during the 1930s, nwdrnwhom were involved with left-
wing politics? Patricia Hills and others have shdiva wide range of these artists’
approaches to Depression-era conditions in urbam YXeek: from depicting the
dehumanizing effects of want and the plight ofpber as victims; to individuals of
dignity and worth despite their need, seeminglyegtiag life and engaged with those
around them; or as militants, standard-bearensarstruggle of labor for its rights against
capital?® Leighton’s urban vision articulates the cold natand dehumanizing qualities
of New York to the exclusion of the city as a nefarsvibrant communal activity and
energetic human interacti6hUnlike Isabel Bishop’§ourteenth Stree1932, fig. 5.8),
or Raphael Soyer’m the City Park(1934, fig. 5.9), where those separated by sagidl
economic differences share the same public spatearasionally interact, Leighton
refuses to give humanity to the well-off, releggtthem to the cold but powerful
supremacy of the skyscrapers. For that matterpobircal critique as expressed in her
New York scenes allows little sense of the undsgtlaumanity, as shown in Soyer’s
empathetic individualized characterizations, orgh# of hopelessness conveyed in
Harry Gottlieb’sHome, Sweet Hon{e. 1935-36, fig. 5.10), or the proudly defiant in

Louis Lozowick’sThanksgiving Dinne(1938, fig. 5.11). On the other harkdrewood in

26 Hills, Social Concern and Urban Realissee also Andrew Hemingwaystists on
the Left

2" As contrasted also with certain Ashcan Schoasw@rtespecially Everett Shinn, whose
street scenes convey a sense of lively physicabgnsee Rebecca Zurier, “The
Reporter’s Vision Everett Shinn and the City asc®pae,” inPicturing the City: Urban
Vision and the Ashcan Schd@8lerkeley: U of CA P, 2006), 135-180.
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Georgiasensitively but powerfully conveys the sufferinfigpae of the most vulnerable
and underserved constituencies in the Depressihheited States, while subtly evoking
the socio-political conditions and gross inequités pre-Civil Rights South that left-
wing artists like Harry Steinberg were then dingcdferencing and exhibiting in New
York.?®

Although she appears not to have published or @ellibvith radical American
organizations at this time, Leighton supportedliteeary and political journaleft
Reviewand the Artists’ International Association, mutyaiffiliated British left-wing
initiatives established in the 1930s to addresgbaad political concerns and the artist’s
place in society® TheLeft Revievs November 1935 issue featurBcead LineandNet
Menders(1933, commissioned for the Woodcut Society, KarGigy, fig. 5.12), both of
which illustrated short stories critical of the itapist systent° Leighton was among the
“more established artists” asked to exhibit in 198t AIA members in “The Social
Scene — The Social Conditions and Struggles of f6dae inaugural exhibition of the

Artists’ International, as the association calleself until 1935°* She helped spearhead

28 For a discussion of the 1935 New York exhibitionslynching in the South, see Helen
Langa, “Two Antilynching Art Exhibitions: Politiced Viewpoints, Racial Perspectives,
and Gendered Constraint@&yinerican Artl3 (Spring 1999): 11-39; and Patricia Phagan,
“Critical Views of the South by Northern Artistsnfllynching in the 1930s,” iThe
American Scene and the South: Paintings and Warlaper, 1930-1946d. Patricia
Phagan (Athens, GA: Georgia Museum of Art, 1998Y-21.

29 Left Revievwwas published from 1934-1938; the AlA, establisimeti933, existed until
1953.

39| eft ReviewNov. 1935, 59, 77.
31 Robert RadfordArt for a Purpose: The Artists’ International Assaton, 1933-1953

(Winchester, Hampshire: Winchester School of Add8r 1987), 24, 42. Radford does
not cite his sources concerning Leighton, but tighetion catalogue that he coauthored
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the group’s attempts at policy making in 1937 as@anizer for the “First British
Artists’ Congress,” which explored the possibilitiyforming a trade union to safeguard
the interests of artists. The three-day confergase her a public platform to address
topics ranging from art education reform and impng\artists’ conditions to the state’s
responsibility to artists and “unity of artists foeace, democracy, and cultural progress
against war and fascism?”

How closely did these radical initiatives corresgavith her ideology, which, like
that of many British intellectuals, embraced sasiatleas but for which Communism
held a limited appealleft Reviewthe organ of the pro-Soviet Writers’ Internatipna
espoused revolutionary socialism but not an ortkddarxism until the Communist
Party applied more rigid control in 1938, the yslae left for the United States. Like the
AlA, whose early exhibitions centered on sociatipes world peace, and the dangers of
Fascism, and which spoke approvingly of the Comstashwide respect for and
employment of artist®’ the journal championed causes that a range odlfpcbncerned
writers and artists could readily support durinignee of urgent social and political crisis
at home and abroad. Contributions toltleé Reviewby the likes of W. H. Auden,

Stephen Spender, Eric Gill, and Leighton (promilyeigted on the November 1935

(Lynda Morris and Robert Radfordihe Story of the AIA, Artists’ International
Association, 1933-195®xford, Museum of Modern Art, 1983], 14) refecsgress
reports (not specified) that name exhibitors armar tvork, including Leighton’s. The
Tate Archive holds the AIA’s records, which arergdar the early years.

32 Morris and RadfordStory of the AIA35, reproduces the 1937 “First British Artists’
Congress” informational circular, which lists Letgh as a supporter of the conference
and exhibition.

% The 1935 exhibition, “Artists Against Fascism adr” had a viewership over of
6,000; Ibid, 4.
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cover, fig. 5.13) demonstrated the journal’s commeitt to seriously engage in
contemporary literary and artistic developmentgobe dogmatic polemit?

Although Leighton’s association with these leftagiinitiatives, which were
supported by numerous other artists with estaldisaputations, does not appear to have
affected her standing as a artist of traditionalrlife, her prints’ deployment as agents
of anti-capitalist rhetoric for thieeft Reviewvere a departure from her prints’ customary
use. Other political and literary journals that fpadblished her works, includingew
Leader London MercuryandForum, found them compatible with their interests in a
general sense but had honored their autonomy. Blaraist organ such as theft
Review while maintaining a fairly high standard for tipeality of the visual material,
necessarily considered art for its usefulnessrithéuing its agenda. To that efRfead
Line, New Yorkvas situated in the middle of I. A. Lisky’s shetory “Productivisation,”
which targeted capitalism because of its failurprevent unemploymerit.The caption
listed Leighton as the artist, but the title wasr@d toBread Lineto reflect the story’s

setting in Whitechapel, part of London’s impoveedtEast End® Net Menderswhich

3 Although such respected professionals as Lucissalio, Paul Nash, Henry Moore,
and Barbara Hepworth exhibited with the AlA, it a@hed any socially committed-
concerned artist, including amateurs, lbid, 45-46.

35 eft ReviewNov. 1935: 57-62.

3 | eighton refers to the engraving @&réadline Line, New Yotlas early as 1934, when
London Mercuryeditor Rolfe Scott-James asked her for some ptangsiblish in the
magazine. Having few prints on hand that had nmegaly been reproduced in England,
she wrote, “l once did a BREAD LINE, NEW YORK thadsn’'t been reproduced. But it
is an unco’ dismal subject, isn’t it?” Clare Leightto Rolfe Scott-James, 12 Sept. 1934,
Rolfe Arnold Scott-James Collection.
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shows women mending fishing nets in the Frenchridgs near the Spanish bordfer,
appeared in that same issue, within “J. P.”’s aafpiftalist story “Encounter in the
Pyrenees.” The caption reproduces the narrativessrgption of the women, “squat black
figures sitting all day patiently toiling,” whictpeaks less to the shortcomings of
capitalism than to illustrate the piece’s localarand portray productivity® Earnest and
moralizing, their literary value does not come elts matching their illustrations, whose
vision bypasses sentiment and didacticism to gleaticulate social concern and the
usefulness of art to society.

Winters appearance on the cover of the Christmas 1%3@ ief the_istener the
BBC's widely-circulated non-partisan weekly (fig75° brought a subtly rendered social
consciousness to a British audience on their ownAeavily burdened figure trudging
wearily through deep snow particularly belies amaridyll, an image of seemingly
endless toil and hardship. Engraved independemdok commissions at the same time
Leighton was working oithe Farmer’s Yearthe scene speaks for those to whom the

holiday season is but another time of hardnessarrdw, perhaps sharpened by the

374t is by the way, at Collioure, a marvelous plageere the Pyrenees meet the
Mediterranean, near the Spanish frontier; thouiglall I've codged it a great deal!;”
Clare Leighton to Martin Hardie, 31 Aug. 1933, Mattardie Correspondence.

38 |eft ReviewNov. 1935, 75-78. The journal does not identify author “J. P.” or
comment on the works’ close relationship of subgad setting.

39 On the cover of the 21 December 1932 issue.Higisly likely that Leighton chose the
subject matter and engraved it specifically fore¢benmission instead of submitting an
unpublished engraving that she had on hand. The@atory notice in the 7 December
issue (p. 809) about the “Christmas Number” descrilhe cover as “an original snow
and woodland scene designed and specially eng@aveaod by Claire [sic] Leighton.”
The issue in which it appears offers no commerarthe print beyond announcing that
signed proofs can be bought (p. 911).
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knowledge of others’ joyful well-being. | want taggest an additional level of meaning:
the landscape serves as a site to convey the bthrde@hrist carried for humankind at
Calvary -- with the vital, upright evergreen anahgrthe stooped figure flanked by lesser
trees, the load on the bent back signifying theleseight of the world.

The publication oWinterin theListenefs 1932 Christmas issue undoubtedly
reached a much wider audience than her other sfitland | would argue that she
purposefully exploited the organ of an emergingsmasdium to prompt its readers into
reflecting on the deeper implications of the seasamtime of sustained economic
hardship: to those who were relatively well-offiyfe@mber the least of them. Although the
BBC'’s broadcasts offered a cultural product thatesbed to a “mass democratic
audience,* theListenefs inclusion of essays, poetry, and reviews in &adidito a record
of broadcast talks aligned it with such intelletfuariented periodicals such as the
SpectatorandNew Statesmaff A voice of the establishment that was not assediafith
a political party, it drew a readership primaritgrin the professional classes and the

socially conservative. However, Leighton’s imageve®beyond politics and class to

“0While the BBC Archives could find no referencetie commission, it kindly supplied
the average weekly circulation figures for 193@, finst year for which it could find such
records; the figures for the last three months@®9lwere over 60,000. BBC Written
Archives Researcher Jessica Hogg to author, 2 3@epl., Email; “Confidential --
Circulations: Radio Times & Listener” 30 Jan. 194M@escript, File Ref: R43/67
Listener, (The) Policy, BBC Written Archives Cent@aversham Park, Reading.

*1n the early years of radio in Britain, the BBCsanthe primary broadcaster. D. L.
LeMahieu Culture for Democracy: Mass Communication and thétiZated Mind in
Britain between the Waf®©xford: 1998], 230) argues that the 1930s saw tiew media
most thoroughly cutting across “class and regiainaties of cultural demarcation.”

2 TheListenerwas published from 1929-1991; the BB®Radio Timeprovided the
weekly roster of programs.
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speak to the fundamental needs of all people.oligep to communicate social concerns
in a nuanced way is all the more apparent wheagahstCapitalism at Christmas-
times overt criticism of economic disparity (fig. 514 he scene, which Brailsford
commissioned from an artist to illustrate a holidiye cover of the sociali$tew
Leader*® shows a gaunt street urchin pelted by the drivémg, unable to catch up with a
cab that protects a prosperous foursome dresseshfevening of festivity.

At the same time that Leighton was using the BBfgazine to call attention to
the plight of the “little man,” Labour’s leadershias recasting its previously
obstructionist attitude toward the BBC as a casitaintity, as it viewed the press, now
seeing the Broadcast House as one of the greagesa of propaganda in Britain and
embracing it For Leighton and the Labour Party, then, the iliiés of reaching a
large audience via one entity to disseminate iigial or political party propaganda
outweighed upholding one’s ideology and partisangiple *> Winters appearance in
this particular economic and cultural climate waaial-political statement, a call to
take into account the misery of others. Its at grexwasive and unspecific title and

setting -- the landscape more closely matches #madian Lumber Camp prints of the

*3New Leader2 Jan. 1925. Leighton’s first publication in thagazine Barges 1924)
appeared in this issue.

4 Beers Your Britain 81-82) discusses Labour’s changing strategy ¢age the
government-regulated BBC for its propagandistigpsesLeft Reviewcartoons
continued to satirize the BBC as the mouthpiecse#lthy conservatives; seeft
Review Feb. 1937, 28-29; July 1937, 351.

> | eighton embraced the wider potential of this meedia, and perhaps reached her
largest audience, when she began broadcasting thippnogram on gardening for the
BBC'’s “Children’s Hour” in 1936 -- the year follomy Four Hedgesappearance,;
“Correspondence Regarding Clare Leighton’s WorkTive Children’s Hour,” 1936-
62,” File Ref: RCONT 1 Leighton, Clare, BBC Writtémchive Centre.
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previous year than the English countryside -ngjtieened its power to address a wider
public, beyond its immediate relevance to the Ghma@s season. Leighton was able
therefore to reach a very different audience wherengraving was published in 1938 on
the cover of the.and Workerthe voice of the National Union of Agriculturaldfkers

(fig. 5.15).

Seriously engaged in the “social-viewpoint” climatf the '30s as these
independently produced prints are, they do not egrieighton’s sustained, creatively
singular vision, which fuses a sense of the wofltbadinary” people’s work and the
larger world of nature. | would argue that thigdaperspective reveals the point at which
her sensibility and means of expression became ahastly alignedWinnowers,

Majorca (1937, fig. 5.16), a commission for The WoodcutiSty, Kansas City,
demonstrates a harmony of formal means and subgetprkers in a fluid bond with the
land scatter chaff from grain with hand-crafted weo forks in a preindustrial economy
far removed from the artificiality and modern rugtiNew York. Without inherent
tension or conflict, the print projects a utopideal of people’s relationship to work and
nature while ignoring the harsh life costs thatrso@nual labor exacts. It is perhaps not
surprising that Leighton’s formal means most fullgnifested themselves in depicting
one of the least industrialized economies she eséted:*® To take John Taylor Arms'’
assessment of her work, “everywhere there is seteairganization, arrangement, and
everywhere a nice balancing of black and white gneg. Area fits into area, value
matches value, lines flow and interweave into angjr significant pattern” -- gathering in

articulated clarity what Roger Fry termed the fuméatal “emotional elements” of

%% |_eighton and Brailsford vacationed there in thel4h930s.
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design?’ From this issues a vital energy that her colleagyke of in spiritual terms, “a
wholesome and heartening religious emotidht'was this life-affirming vision that
Leighton would continue to pursue in the Unitedt&athrough the griefs of World War
Il and beyond for the next forty years of her caraaiting workers of the earth to
people’s common physical and emotional good. Vaicirither mechanical propaganda
nor strident protest, these works perhaps movertisva universal appeal in their search
for an alternate way of living countering the unumat life of modern existence, in a

world from which had been taken the hope of imniibytastability, and order.

47 John Taylor Arms, introduction feour HedgesRoger FryVision and Design
(London: Chatto & Windus, 1957), 33-34.

“8 Both Alvin Johnson, a founder and at that timedior of the New School for Social
Research in New York, and the prominent etcher Jayfhor Arms wrote about the
spiritual qualities that they found in her work.erguote is from Johnson to Clare
Leighton, 21 Aug. 1936, Clare Leighton Papers; Atm€lare Leighton, 18 March 1949,
Clare Leighton Papers.
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ILLUSTRATIONS

Figure 1.1 Clare LeightoRoland Leighton1916, dust jacket illustration f@oy of
My Heart(1916), by Marie Leighton
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Figure 1.2 Clare LeightotJncle Jack Leightonl916, pastel crayon
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Figure 1.3Clare Leighton 1932, photograph, froM/ood-Engraving and Wood Cuts
by Clare Leighton (1932)
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Figure 1.4 Clare LeightomBird Study c. 1935, pencil on paper, fBour Hedges
(1935), courtesy The Mint Museums of Art, ChadottiC
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Figure 1.5 Clare LeightoBotanical Studyc. 1935, pencil on paper, fBour Hedges
(1935), courtesy The Mint Museums of Art, ChadottiC
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Figure 1.6 Clare Leightomlackbird on Nestc. 1935, wood engraving, froRour
Hedgeq1935)
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Figure 1.7 Clare Leighton, Study fbare to Call the Flowers My Owrr. 1941, pencil
and gouache on paper, By Light of Sur{1941), by Elsie Symington, courtesy
The Mint Museums of Art, Charlotte, NC
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Figure 1.8 Clare Leighton, Proof fdrare to Call the Flowers My Ownvood
engraving, 1941, foBy Light of Sur{1941), by Elsie Symington, courtesy
The Mint Museums of Art, Charlotte, NC
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Figure 1.9 Clare Leightomare to Call the Flowers My Ownvood engraving, 1941,
from By Light of Sur{1941), by Elsie Symington
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Figure 1.10 Clare Leightoifhe Malthousgl923, wood engraving
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Figure 1.11 Clare LeightoBarges 1924, wood engraving
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Figure 1.12 Clare Leightoifhe Calf Auction1924, wood engraving
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Figure 1.13 Ordnance Survey Map of Bishop’s Stodtfd896, courtesy Elphin Watkin
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Figure 1.14 Stanley Spenc&tending Cowls, Cookham915, Tate Gallery
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Figure 1.15 Clare LeightoWyashing Boat, Toulqri925, wood engraving
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Figure 1.16 Clare Leightomawn in the Train to Mostarl926, wood engraving
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Figure 1.17 Clare Leightolalmatian Spinnersl926, wood engraving
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Figure 1.18 Clare Leightodugo-slav Gipsiesl927, wood engraving
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Figure 1.19Golda Meir Visiting with H. N. Brailsford of the @sh Labour Party

1930, photograph, courtesy The University of Wistn-Milwaukee Libraries
Digital Collections (Brailsford is seated, center)
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Figure 1.20 C. R. W. Nevinsomhe Workersor Strikers on Tower Hi)l1919,
lithograph
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Figure 1.21 Clare Leightoim Normandy 1926, wood engraving, commission for
The New Leadegfl9 March 1926)
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Figure 1.2Zrnst Toller 1925, wood engraving, commission fidre New Leade11
Dec. 1925)

274



- - = = .pl
r nt;lun:'-_'n ihe I'I1I'I'-II'|.'I.h

Howr Dy Sawe Ul LI el Hislibsy

=" 4

h‘!—. -
Figure 1.23Turning the Plough1926, wood engraving, illustration for “How Dossy
Saw God,” by Winifred Holtby, fronThe New Leadgfl Oct. 1926)
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Figure 1.24 Clare LeightoQlive or Olive Trees 1925, dedicatory page f@lives of
Endless Ag€1928), by Henry Noel Brailsford
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Figure 1.25 Clare LeightoMilking, 1926, wood engraving, commission fidre Forum
(Sept. 1926)
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Figure 1.26 Clare Leightohambing 1926, wood engraving, commission Tfidre
Forum (Sept. 1926)
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Figure 1.27 Clare Leightoithreshing 1926, wood engraving, commission Tdre
Forum (Sept. 1926)
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Figure 1.28 Clare Leightoifending the Flock1929, lithograph, commission for The
Empire Marketing Board
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Figure 1.29 John Nashkyuit Gardens and Orchardl930, lithograph, commission for
The Empire Marketing Board
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Figure 1.30 Clare LeightoigGhalfont St. Giles1929, wood engraving, commission for
The London General Omnibus
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Figure 1.31 Clare Leightoiyindsor Castle1929, wood engraving, commission for The
London General Omnibus
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Figure 1.32 George ClauseéYillage Scengl916, poster for The London Underground
Electric Railways Company’s distribution to soldiat the front, Christmastime
1916
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Figure 1.33 Fred TayloHampstead, London Memorjek918, poster for The London
Underground
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Figure 1.34 Clare Leightoithe Village 1927, wood engraving, fromome(1927), by
Alan Mulgan
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Figure 1.35 Clare Leightoithe Squire Plays with the Village Blacksn{itine Village
Cricket Match, 1927, wood engraving, froMome(1927), by Alan Mulgan
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Figure 1.36 Clare LeightoigGlym Cutting Furzel1929, wood engraving, froithe
Return of the Nativél929), by Thomas Hardy
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Figure 1.37 Arthur Hopkins, “Unconscious of herdenece, He Still Went on Singing,”
1878, wood engraving, froifhe Return of the Nati@878), by Thomas Hardy
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Figure 1.38 Clare Leightoifhe Pongd 1929, wood engraving, froifhe Return of the
Native(1929), by Thomas Hardy
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Figure 1.39 Clare Leightoizustacia Vygl1929, wood engraving, froifhe Return of
the Nativg(1929), by Thomas Hardy
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Figure 1.40 Clare Leightoihpading the Boat1929, wood engraving, froifthe Bridge
of San Luis Re{1929), by Thornton Wilder
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Figure 1.41 Robert Gibbingslamrun 1920, wood engraving

293



Figure 1.42 Clare Leightoihe Abbessl929, wood engraving, froithe Bridge of San
Luis Rey(1929), by Thornton Wilder
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Figure 1.43 Clare Leightoigunday at Sed 930, wood engraving, froithe Sea and
the Junglg1930), by H. M. Tomlinson
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Figure 1.44 Clare Leightohpading 1931, wood engraving
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Figure 1.45 Clare Leightohanding 1931, wood engraving
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Figure 2.1 Clare Leighto\pple Picking: Septembget933, wood engraving, froithe
Farmer’s Yean(1933)
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Figure 2.2 Clare LeightoMalthousegLetter “I” for “September: Apple Picking”),
1933, wood engraving, froifhe Farmer’s Yea(1933)
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Figure 2.3 Clare Leightorgheep Shearing: May933, wood engraving, froifhe
Farmer’s Yean(1933)
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Figure 2.4Sheep-Shearing, Oxfordshi@ 1896, photograph, Rural History Centre,
University of Reading
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Figure 2.5 Gwen Raverddctober 1930, wood engraving, from a 1930 issudiofie
and Tide
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Figure 2.6 William Strang?loughing 1899, wood engraving
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Figure 2.7 Clare Leighto®loughing: Novemberl933, wood engraving, froifhe
Farmer’s Yean(1933)
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Figure 2.8 Clare Leightorgtooking: Augustl933, wood engraving, froithe Farmer’s
Year(1933)
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Figure 2.9 John ConstabM/heatfield 1815, oil on canvas
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Figure 2.10 Samuel Palméme Harvest Moanl833, oil on paper
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Figure 2.11 John LinnellThe Harvest1850, oil on canvas
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Figure 2.12 Gwen Raveratarvesters Restind 934, wood engraving, froffarmer’s
Glory (1934), by A. G. Street
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Figure 2.13 Pieter van der Heyddie Four Seasons: Summ#&b70, engraving, after
Pieter Brueghel the Elder
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Figure 2.14 Clare Leightoigowing: April 1933, wood engraving, froifhe Farmer’s
Year(1933)
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Figure 2.15 Jean-Francois Mill§the Sowerl850, oil on canvas, Museum of Fine Arts,
Boston
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mﬁ ENGLISH VILLAGE I
ST HOMES

Figure 2.16 Brian Cook, 1936, Dust JacketBEaglish Village Homes and Country
Buildings(1936), by Sydney Jones
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THE FHL{MEI{'S YEAR

A Calemdar of Baglieh Husbandey

CLARE LEIGHTON

Figure 2.17 Clare Leighton, 1933, dust jacRédite Farmer’s Yea(1933)
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Figure 2.18 George StublReapers1785, oil on panel, Tate Collection
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Figure 2.19 lllustration fof he Land Worke(Dec. 1935)
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Figure 2.20 Clare Leightohap Full of Windfalls 1935, fromFour Hedgeg1935),
cover forThe Land Worke(Sept. 1937)
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T YHER - CIDER- MA KNG

Figure 2.21 Clare LeightoGider-making: October1933, fromThe Farmer’s Year
(1933), for a Dartington Hall promotional brochure
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THE FARMER'S YEAR

A CALENDAR OF ENGLISH HUSBANDRY

WRITTEN AND ENGRAVED BY

CLARE LEIGHTON

NEW YORK
LONGMANS, GREEN AND COMPANY

1933

Figure 2.22 Clare Leightoimhe Reaperl933, wood engraving, title pagéhe
Farmer’s Year
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Figure 2.23 Clare Leightoifhreshing: March 1933, wood engraving, froithe
Farmer’s Yean(1933)
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Figure 2.24 Clare Leightolhhambing: January1933, wood engraving, froithe
Farmer’s Yean(1933)
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Figure 2.25 Samuel Palm@&pening the Folar Early Morning 1880, etching
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Figure 2.26 Clare Leighto@ruid Stones1933, wood engraving, froifhe Farmer’s
Year(1933)
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Figure 2.27 Clare Leightohopping: February 1933, wood engraving, froifhe
Farmer’s Year(1933)
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Figure 2.28 Gwen Raver&heep by a Rivel919, wood engraving
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Figure 2.29 Gwen Raverathe Fen 1935, wood engraving
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Figure 2.30 Will DysonThe Appeal1918,Reveille reproduced from Joanna Burke,
Dismembering the Ma)el2.
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Figure 2.31 Jacob EpsteiRpck Drill, 1913, plaster and metal
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Figure 2.32 Jacob Epsteihgrso inMetal, from RockDrill, 1915, bronze
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PAUL NASH
s il

Figure 2.33 Paul Naskye Are Making a New World917-18, oil on canvas, Imperial
War Museum Collections, London, used as the cforehrtists at theFront, 1918
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Figure 2.34 Paul NasBunrise, Inverness CopskE918, pastel on brown paper, Imperial
War Museum, London
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Figure 2.35 Paul Nashandscape at 1der1929 oil on canvas, Tate Collection
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Through the aticrmoon the cova Lxze in e aloprig, meadaws,
Ui ivowy 1t 1 emilking simse, They sleepily men their heads as they hear
thie o il ehe Breh of vhe gate, He cills to therm across the Beld:

*Fromp; Dany and Morh; Flosy and Snowdrop; Dapple.”

They swing themsclves round ke beavy diips and move in o
dethy line acqoss the meadaw. Shm'[‘,' I'.I:u:!,' wianger over the dr!,' caked
nsuid of the Grmyand, and esch cow pocs to herordained plice in the
el of the whanewashed cowsled. The udders are full and heavy
and the cows are umtinting a5 they pive themselves o the milken.
The men sit on the theee-lereed ﬁnjﬁ. peaks of caps tumned to the
napes of their necks, resting theie heads apainse the har fanks of the

muemuriisy i broken by dhouts fom the villy
local ericket team is playing o nesghbauning vil
dening elms the old meen st fo watedy the game

e eventi air grows conler, (uede thedi
aged peaple. [n the dusk chere whaee Ao i
show 1 the gardens [ike clomipe of whate bl
b afver howr, wich eired ha:-g:al weit om ther |
quiecly around them ar the swallows tiewing i
cat ashoep wnder the roses, or the gobd i the sky

N;-rn falls o the willspe very genly,

[34]
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Figure 2.36 Clare Leightoifrertile Land 1933, wood engraving, froifhe Farmer’s
Year(1933)



Figure 2.37 Noel Rooké&rantchester1916, wood engraving, froffhe OId Vicarage,
Grantchesterby Rupert Brooke (1916 edition)
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Figure 2.38 Roland LeightoRloegsteert Woqdl915, photograph, courtesy The Estate
of Clare Leighton
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Figure 2.39 Clare Leighto®lough in the Snoywi933, wood engraving, froifhe
Farmer’s Yean(1933)
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Figure 2.40 Clare Leightofhe Fat Stock Market: Decembé&®33, wood engraving,
from The Farmer’s Yea(1933)
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Figure 2.41 Decorative Butcher’s Stall, nineteecghtury English, painted wood,
Museum of Early Southern Decorative Arts, Winsgalem, NC
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Figure 2.42 Clare Leightoiog Killing, 1942, wood engraving, fro®outhern Harvest
(1942)
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Figure 2.43 Eric Raviliousvlay, 1927, wood engraving, froithe Twelve Moneths
by Nicholas Breton (1927 edition)
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Figure 2.44 Eric Ravilioushugust 1927, wood engraving, froifhe Twelve Moneths

by Nicholas Breton (1927 edition)
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Figure 2.45 Gwen Raverahly, 1930, wood engraving, from a 1930 issudiofie and
Tide
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FOUR HEDGES

A Gardener’s Chronicle

Written and engraved by

CLARE LEIGHTON

NEW YORK
THE MACMILLAN COMPANY

1935

Figure 3.1 Clare Leighton, title padegur Hedgeg1935)
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Figure 3.2 Gwen Raverafthe Garden1936, fromThe Runawayby Elizabeth
Anna Hart (first published 1872)
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APRIL

__l.‘l:It_SIE AN DRDINARY GARDEN, It is perched on & slope
the Chiltern Hills, exposed to every wind that blows, Its soil
o chalk 5 irs fower beds are pale grey, Dig into it fust ane spit,
‘#nd, you. reach, a8 9F were, 8 solid coment foundstion. One
might be hacking o the white chiffs of Dover, Only when it is
wet from heavy rain docs our sodl darken and look normal, Tt
' a new garden, In it there are none of the grear trees that
spread their shade over stretches of lawn, none of the mellow,
ape-silvercd bricks thar shelier o walled-in fruit garden, oot o
Bt of o crary paving patternad with moss, or & sundial with
edpes blumted by tme. Four yeasd ogo it was rough mendows
Bnd, housing only lacks and feld mice. Bur a litde over a
Bundred years ago it was common kind which the rector of
the day appropriated under an Enclosure Act, (Grasses ooversd
i throoghout the year, changing in colour and height with the

Figure 3.3 Clare LeightorGowslips 1935, wood engraving, frofour Hedgeg1935)
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Figure 3.4 Clare LeightofBerries 1935, wood engraving, frofour Hedgeg1935)
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Figure 3.5 Clare LeightonW/eeds1935, wood engraving, frofour Hedgeg1935)
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Figure 3.6 Clare Leighto Lap of Windfalls1935, wood engraving, frofour Hedges
(1935)
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Figure 3.7 Clare Leighto®lanting Trees1935, wood engraving, froffour Hedges
(1935)
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swathe the bushes against the coming ravages of the birds.
berries and loganberries are forming. But the strawberries
npe. We go strawberry picking, skinning off the covering
removing the wooden pegs thar hold 1t down., The net
mn the topmost leaves of the strawberry plants as we
stoff, A blackbird perches on a pear tree near by, watching
sath interest and ready 1o serze his moment should we be
away and leave the strawberry bed exposed, For it is
of ripe bermies, warm from the sun. They are larpe and
v znd drop towards the ground, hiding among the tangled

44

Figure 3.8 Clare Leighto®icking Strawberries1935, wood engraving, frofour
Hedgeq1935)
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As we wait for the time of the sowing of seeds, we pre-
pare for planting our new alpines. We have a grand ides
of filling in the straight lines berween the cement paving of
our shelter with tiny plants, Bur fiest we must provide good
earth. We look ar each other puiltily, for we know that the
same idea has come to both of us. We will steal some good
carth. We take baskets with us, covering our trowels with
harmless looking sacking, and go for a walk on the hills and in
the woods, Should we meer anyone, we will pretend to look at
the distant view. Should we encounter a keeper—well, let
us hope that we do nor. Seddenly T am a small child aguin,
trespassing in the woods for primroses, and the keeper is an
cnormous giant with legs as tall as a voung tree, and a head
that touches the lowest clouds: I watch and listen for every
movement and sound, and ir rakes me a very long time to fill

163

Figure 3.9 Clare Leightonyarm Weather Comind.935, fromFour Hedgeg1935)
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OCTOBER

Du: FOTATO CROP waits oo be dug. As T fork upoa root
and scrape & potato with my fimgernnil the skin ships off, All
arcund us work shoors o be done, We hove no time now for
gquiet enjoyment of our garden, for the first frosts and the avtumn
rains will soon be upon us, checking our diggng and planting.

We enjoy diggang our potatoes, It &s the big treasure humt
of the year, cven more exciting than searching for the fruit
in the tangle of straw round the strowberry planms, The
excbement bies in the anticipation- we feel each time we stick
the fork into the ground, How many potaoes will there be
bencath this plane ? This antcipation never tires, even after
rows of digging. Here is all the mystery of an unknown,
invisible harvess, We can pee the extent of our peas and beans,
and we know that each green-leafed pursnip top will bave a
corresponding romt below, bur whe cm tell how many

o4

e

Figure 3.10 Clare Leighto@igging Potatoes1935, fromFour Hedgeg1935)
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HOMES AND GARDEN!
OF ENGLAND

A
HARRY BATSFORD

Hax. A LEHA
arnd

CHARLES FRY

Wk & Forruerd by
LORD DOMNWAY OF ALLINGTON

MEW YORE
CHARLES SCRIBNER'S SOINS
L LONDOM: BT, BATSEORD. LT,

1 [T 1]

Figure 3.11 Sydney R. Jones, frontispidd¢emes and Gardens of Engla(ib33), by
Harry Batsford
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GARDEN PATH
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Figure 3.12 Rex Whistler, frontispiece and titlg@al932Down the Garden Path
(1932), by Beverly Nichols
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1 - the purple of rmin-water down the pipes o the water
. Relensed, 1 fall asleep to the noise of the slashing of
b the windows.
hﬁmmmmnﬂ]mmm We book
if the window and se¢ the wuter buiis brim full, The
gty that has been white ond hasd for weels past & dark
ey, like the colour of heavy smoke, The whole garden i
saked and the grasees are cold aned wer 1o my feet. The sky
& proy and low, heavy with more rain § and the storms noll
wfier one another, dorkening the garth still further. The kwns
oovered with hopping hirds, cagerly feeding on the min-
e worms ; for no worms have been seen (or weeks past
the fron-hard soil. Mo longer is thers uny need for us to
g7 water ingo the wheelbagrow, that the throshes may use it
‘o their kwily bath. No kopger must we feed bizds thar couald
“Erd no worms. Their food supply is onoe more sssurcd. Shigs
ave suddenly appeaked, and in the shade of the lavender
mhes 1 findd one lorge soail, It 5 the first one T hove soen this
armremer, and T wonder where it hos been hiding all these
eeks, There 1o ruste in the grasses at my feet, A frog bops
gross my path § it & the first frog, 10, that 1 have scen since
B drought. It troubles me to mmagise how it has been living
A Blackbord [istens for wormnis, As 1 watch him and manvel
‘s hiz scositive hearing, 1 think what & roucous, strident
‘Eung we humans must have msde of bfe for the binds. Bars

i

Figure 3.13 Clare Leightoignail 1935, wood engraving, froffour Hedgeg1935)
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towurd ench ocher, umgl they embrace, leaving hall their
lengih still under the carth. Thus they remain, blissful and
Amming, until the alightest vibration resches them, when
they withdraw from esch other 0o ther boles; for earth
worms are shy lovers. The grass is patterned with them,

Mow we change our pardener apain, and T scey comes 10 s,
‘He is ehpthmie, and his vaice is carthy and rambling. He digs
with Jong slow movements, in harmony with the eanh he
dpuches. His breath' in the damp air is like white smoke. We
mwtﬂmmaudmduumhmmm
wplmwmdmmmiwmhppm Even Annie Tikes him.
= He's rough, he is, That's what I like. You can always gee
ﬂ.wnhﬂmmnthq‘mmgh"ﬁhupuuhrhhupmn
omewhat crude woy, but they are probably the aame & ours.
. Thelife of the garden i very gradual. There ae none of the
dramatic divisions of the sesons that we are told o expect.
As the month runs through, we gather o strange sssortinent
o Bowers belonging o sunimicr, autumn, and sprng, all ar
-Euan.leh:rmummHmbhnm with their mued
gutumn colourings : white is umed 1o pale green, yellow into
il o, pink dnto flushed fowan, Auricelas show g clump of
grple- inside the cup of their kaves, Wallflowers and mari-
rival each other in brillisnce, and primulne and chrys-
athemurm blostém in the same bed, Only the mauve of
#aagus, half hidden beneath drifts of decaying leives; reminds
s chit i ks seill sumumn.

[

Figure 3.14 Clare Leightoarthworms 1935, wood engraving, froffour Hedges
(1935)
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FOUR HEDGES

thar can bear the wriggle of 8 worm muost be hurt by the roar
of @ car or an acroplame.

Bt we have 3 shor time of relese from the drought. The
thirsty carth has sucked the rain deep ineg itself, and after o
few days the garden is parched once more. The hoe beats ot
the garth os though it were grey swne, There & w be oo
enduring  respite this vesr, And the garden prows- tired.
Colour leaves i, Most of the soft fruit bushes have given up
their hoarvests © mspberry, strowberry and cureant, oll now
are mere clumps of green besves, Peas and roses are exhmasted,
Marrow fowers fade and bulge into murrows. The year is
growing old very fast, the garden 15 bored, Only the lavender
bushes bloosn with exubesance, alive with bees by day and
muoths by night. As the year teeads on, different weeds appear 5
milkweed and thiste, wikd carror ond shepherd’s purse bawve
supplanmted proundsel and plantin. The shorm orchard Hes
brown and parched | no rins have endured long enough o
bring life to the starved after-grass:

And ino this fatigued parden creep the first signs of
auturmn. For plums hove starved morning. cobour, and ro-day’s
wind has tossed 1o the ground one rosy, mature apple.

Figure 3.15 Clare Leightoffrrog, 1935, wood engraving, froffour Hedgeg1935)
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NOVEMBER

WE'YE HAD 1CE the thickness of a penny,” says Alf
as he comes up to help with the digging.

1t i the moming after the first frost, and fearfully we go
into the garden to look at our plants. Grear damage has been
done all round, for flowers have bloomed swongly in the
warm, damp weather of October. This is no gradual, beautiful
death, as is their normal doe, but a cruelly sudden ending,
with blackened stalks and leaves and the distortion of sharp
decay. Flowers die in such different ways. Some, like the irs,
wither and grow ugly on the stem. Most of the spring Sowers,
such as- doffodil and hvacinth, fade and brown and crinkle,
till one cuts them down as they pass the height of their
blooming, rather than behold them in their old age. The
poppy is hasty and dramatic, The kindest flowers are those
that cast their petals on the ground, and in dying lose none of

oM

Figure 3.16 Clare Leightofransplanting Walnut Tree 935, wood engraving, from
Four Hedgeg1935)
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FOUR HEDGES

bolsams. [t has tiever been more beautiful, Mo Inngn:r do 1.1
shrink from looking wt our plants = we did d
summer's drowght, for the rains have swelled the leaves -n-m.'q
more, the flowers are happy in their second blooming and th
gruss st last # really green.

I mow the lawn. How muny people know the right vy i
should be done ? Feet shonld be bare ; grass should be slightly
demp. The cold, moist cover strikes up from the mower upot
my bare feer, and blades of cur grass and bits of slashed wtud.:
stick between my wes. | remember one of my moment

in life ; T had been bicycling
among the foothills of the
Pyrences at the time of the
grape harvest, and, turning @
corner had come upen a shodt-
ing clump of peasants. They
were neghing as they sang odd
little somps, and some of them
were dancing. In the midst of
them, and all smong thern, and
surrounding them, were - sgoast
fat tubs, some full of gripes,
others purple pools of jiice
And in others aguin wens men
and women treading the geapes.
They beckoned to me; and I
ton, trod with bare feer. The
grape stalks and the pressed
skins were coupht berween iy
ois, and ns I odrew my fest
up, there was & pesistng,
sucking nose, s if I were
pulling apainst 4 tde; I was
g

1

Figure 3.17 Clare Leightodapanese Anemon&935, wood engraving, froffour
Hedgeq1935)
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e right on the tops of their heads, as in 3 frog, Their half-
sed wings are like the fAappers of a fish. Ar this smge in
development there is limle i them of the grace ond
gy of form of the wren.

The shundance of young birds secms endless. Inothe
gard modsy young starlings are being instrocred in trial
- U A chaner, irvespomsible as the malk of - schoolgirds,
et from the row of poplars againet the shed ; three baby
fits are trying their wings. They run up and ‘down: the
trusks; jumping off from one tree {0 another, leaming
by i Hile movernents in the air. They are joined by a
gy of fledgling chafinches, fresh from the nest ; the newly
pd plum trees are very popular with them as a taking-off
= As we warch them we deade that we should always
o huve o few small tress in our garden at this time of
Foung birds soon tire © they are as yet 50 accustomed 1o
e i the nest that ocoussonally they flop down in the grass
s from their exhasetion m the middle of their hoppang

I this time, while the garden is nomed into a nusery
ag binds, the linle hen linnet sis oght on her late
i we have discovercd 5 new thrush's nest, flled with
 egas. Coortship continues, too. Surely our hlackbind is
ge agpin. What else could secount for the decper, more
f mate that bas just emtered into his song ? He has never

well this vear. And then we see him and understand

43

Figure 3.18 Clare Leightoriledgling Wrens1935, wood engraving, frofour Hedges
(1935)
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ful in the form of the individual flower, they should be
d by reason of their beauty to remain, Expencence, how-
, has herdened us against them. We slaughter them with
and shears before they shall seed and cover the garden.
place poison at the heart of cach plant ; but in spite of all
their numbers increase cach day. For we have against us

table roots of many years' seeding, when dandelions
' unchecked in the rough meadowland. They arc
oppenents. The massacre of dandelions 15 a peculiarly

&7

Figure 3.19 Clare LeightoiGrown Imperia) 1935, wood engraving, froffour Hedges
(1935)
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FOUR HEDGES

mother bird, watching, makes disquieted noises from
tree. I replace the grotesque object. |

Everything bears sbundamtly this year. The newly planted
maiden fruit trees are covered with setting blossom. Heluet-
antly I go the round of them, picking off nearly all the young
fruit, It is 2 heartless job and seems a rude rebuke to their
enthusiasm, but it is necessary, if young cherry and young
plum are o grow up strong and bear well, In the hedges the
white bryony throws out its tendrils, covering the hawthors
and wild rose with its rapid growth ; what does it matter how
much it cowers, with such beauty of leaf and tendril. All the
garden plants and bushes thicken : summer growth nears its
clirmaz.

Figure 3.20 Clare LeightoBlackbird Fledgling 1935, wood engraving, frofour
Hedgeq1935)
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days with pencil and paper, deciding where we should have
Sawn and flower bed and orchard, how many trees we should
plant, what proportion of the garden should be given over 10
wegetubles, As our bodies have skeletons so should our gar-
den have bony structure, It is only upon a fiem foundation
ghat the irregular growth of plant and tree can best clothe and
deck the garden. Frilled edge of flower contrasts with severe
edge of design. In our garden we decided that we would have
po sentimentality, no wilfully irregular edges to omanrental
ponds, no badly-sculptured garden figures, no timidity show-
ing itsclf in an escape into false * mossy bits,™ or an aping of
the old-frshioned. This sentimentality. of bod design has no
historic herftage. It was by reason of its severe underlying
structure that the really old garden scored its success @ for
what could be more rigid than the walled garden, with the
tight symmetry of espalier fruit trecs, ruber-siraight lines of
vegetable patch und unswerving order of box edging ? We
serupgled with our shapes. The half acre wmed out o be an
tmperfect rectangle and we had difficulty in COMPTOMIEng
with the edges of Bower beds and the lines of beech hedges.

13

Figure 3.21 Clare Leightoigrape Hyacinth 1935, wood engraving, frofour Hedges
(1935)
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- We take our first walk round the garden, intimately noticing
ghe many changes, Sadly we realise that we have missed the
ewerture 1o this vear, the snowdrops and crocuses 5 they hang
eloariess heads with swelling seed pod, or lie wind-dashed
“with their faces to the ground. In this late spring we are in
“gimec for the almend blessom ; it is just opening its tight pink
s The rhubarb s still covered: agningt the frosis. Ower
the fence at the foot of the orchard our neighbour’s old goat
mnds a5 she hns stood for four years. As we go mwards: hier,
we frighten the timid green woodpecker from the tree stump
'. 'l!hlthl'l:p-l:-:.‘lm he rushes off with a disquieted chuckle.
Clumps. of green have appeared in the big perenninl bed 5
1- nankful for the lateness of this season, we realise that we can
; dng With jov T find the shoon of my cherished vellow
scabious plants ; 1 had tended the seedlings all last summer
e [umd:ha:thﬂylﬂduﬂndinihcﬁm&nsm ‘T'here seems
 be speciul pleasure in tending and strengthening sickly plants.
1 remember o fight we once had for some diseased Canterbury
Hhﬁmudhmmhmnudfﬂdamiuﬁﬂw
‘being put out into the ground ; people told us that they would
dic, but we persevered and hoped and moved the sickly
greatures 1o clean carth, and at last young shoots appeared

15

Figure 3.22 Clare Leightoiyacinth 1935, wood engraving, frofour Hedgeg1935)
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MAY

]
AHD WE'D SOAK OUR GARLANDS OVERNIGHT,
snd they'd be fresh and ready ever so carly next moming.

‘And when we'd got to the houses we'd sing :

* Good morning, ladies and gentlenzen,
We wish you a happv dav.
We've come to showm vou our parlonds
Becauze it's the first of May.™

Annie is wiping dishes in the kitchen, Outside in the garden
everything glows. It is May Day. But Annie is reflective,
#nd her reminiscenses trickle on.

*There's not much call o be here in the country on May
Dizy nowadays. Nothing happens. Why, the schools don’t even
‘give the children a holiday as they used to do. When we was
children, we used always to go out with our garlands to all the
‘Bouses. We'd pick every kind of wild flower and blossom and

25

Figure 3.23 Clare LeightoiGherry Blossom1935, wood engraving, frofour Hedges
(1935)
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Figure 3.24 Clare Leighton’s Studio at Four Hedgéstograph for “In the Studio of
Clare Leighton, by Sybil Vincenthe StudidMarch 1937)
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Figure 3.25 Residence, Farnham Common, Buckinghiaendralentine Harding, 1934-
35, photograph (from Peter Coe and Malcolm Readingetkin and Tecton:
Architecture and Social Commitmghbndon: Arts Council of Great Britain,
1981, 128)

367



Figure 3.26 High Cross House, Dartington Hall, V& Lescaze, 1931, photograph
from Country Life(11 Feb. 1933)
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Figure 3.27 Clare LeightoNyhiteleaf Cross1934, wood engraving
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Figure 3.28 Clare Leightow,iew from Whiteleaf Cros4934, wood engraving
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Figure 3.29 Paul Nashyhite Cross1920, ink, pencil, and watercolor on paper, gava
collection
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Figure 3.30 Clare Leighton, drawing, back covdre Wood that Came Ba(k934)
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Figure 3.31 Clare Leighton, drawing, frofthe Wood That Came Ba(l934)
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Figure 3.32 John Nasbeadly Nightshadel927, wood engraving, frofoisonous
Plants: Deadly, Dangerous, and Suspd®&27), by John Nash
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Figure 3.33 Clare Leightoigcything 1935, wood engraving, frofour Hedgeg1935)
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Figure 4.1 Clare Leighton, front cové/éman with Floweps 1937, wood engraving,
from Country Matterg1937)
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Fepeadarad by pormoin of " FPeisid” ]

1y, MR WILLIAW SMITH ASIWERS THE CWLL TO PREESEAVE
HIE NaTive Saul InvioLaTe.

prg MR Wotias Sarrh Cowes Back Acam To 1EE How
WELL HE HAY ININE IT.

Figure 4.2 “Mr. William Smith...,"Punchcartoon, from the frontispiece England and
the Octopug1928), by Clough Williams-Ellis
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THE VILLAGE SMITHY

Tf[ﬁ SHAPES OF OUR HILLS stand our sharp and destinct
2% never before, when we are about o gt them for a long
joumey. Mever before had we remarked the beauny of the
clump of beech trees above the chalk cross. So it is with the
village smithy, Any glimpse of it may be the last. We linger
a8 we pass it, for it might fode before our eyes.

But already the smithy has changed, to meet the needs of
the age. Already the few horses that come to be shod are led
sound by the back wuy, and the front of the smithy & gay
with & row of flaming petrol-pumps, Lke dahlins in full bleom.
The clung of hammer on anvil i€ 2 rare sound, these days;
instead, the cars hoot as they stop to refill by the flonting
dahlias.

But I know a smithy and & blacksmith that do not dis-

- appaint. Few horses arc to be seen there w-day, but 1 have
* witched a picture as happy i imagination could invent, when
Joe Benyon sat on the great white mare and led the chestnur

Ll Iy

Figure 4.3 Clare Leightorghoeing the Horsd 937, wood engraving, fro@ountry
Matters(1937)
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THE VILLAGE SMITHY

car-infested roads and the shramming cold that awaits him
‘putside. Here, in this warmth, with the great quiet strength
of the b]u.::hmth he feels secure. He has been carried back
into the past, (o the age 1o which he belongs.

Tustin Haynes has finished shocing Beauty. He spits on his
slnte und writes on it what is owing to him from Ted. There
15 no need new for hurry, There may be no horse to-day, or
to-motrow, or cven for o week, Habit, though, mns strong
within him, und he blows up the forge, that he may fashion
vet mare unwanted horseshoes,

As Ted Woolcott leads Beauty out into the knifing cold,
he is followed by Ebencrer Stopps,

“ 1 suppose I must be getting along,” wheezes the rat-
catcher. * But somehow or other, it do scem to me that that
be my place, in there, along with Justin—-and your plice, we,
by the looks of it, There be some of us what be bom too
fute, And T do reckon that T be one of they.™

Figure 4.4 Clare Leightof,he Smithy1937, wood engraving, fro@ountry Matters
(1937)
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To-day they are formbess gloom, but should the sun come
out it would creep past the anvil and light numberless little
fires in the derelict metal. It would struggle through the thick
dust of the small paned windows, and the dusters of cobwebs
would look like wisps of imprisoncd smoke. It would turn
the brick flioor to a gentle red and overmule the glow from the
forge. As the momning passed and it grew stronger, it would
@ild the arms of the blacksmith as he hammered st the anvil
and throw a pattern of window-panes across the leather of
his apron. Bet the sky is dead grey to-day and the smithy
dark. The presence of Ebb Stopps and Ted Woolcour,
gathered round the hear of the forge, is made known w us
through our ears a5 a ramble of ralk,

It be they motor-cars what do do me in,” wheeees Ebb
Swpps. " Lor® bless my soul, when [ was 2 young "un Thadn't

Al

Figure 4.5 Clare Leightori,he Blacksmith1937, wood engraving, fro@ountry Matters
(2937)
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Figure 4.6 Clare LeightorGhair Bodgers 1937, wood engraving, fro@ountry Matters
(2937)
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 I= always somebody who will rebuild footbridges or
0 supply foel for futore fires. It is an envinble

= Huﬂiulhmuurmmpuhcsannmuhngmamad
s body is bent ur.dcr the unwicldy weight of all his worldly
2, conmmed in pumerous sacks thrown over his bm:t
uppers of his shoes burst apart from the soles,
el scraps of discoloured socks, His clothing s of a lovely
g=cny of muted tones; there is no discord to be scen any-
ere. The gencral l.'l;’l]wn}fhls apparel is that of the country-
g through which he passes: warm crimson-brown of the
® on the plouphed fields, buff of decaying vegetation in
siumn, deep blackish-green of the shadow on a pond
. .ll:n'r'jl'ttm lfh:hwmnngnblmm pink or red
er, it seems, apainst the harmony of its background, tw
& baight fower in the hedgerow.
5t & his head, thoogh, that arrests one's artention, Did ever
3

Figure 4.7 Clare Leightottjead of Tramp1937, wood engraving, fro@ountry Matters
(2937)
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TRAMPS

an; SEE HIM AT NIGHTFALL, wolking the road on the
oucskirts of a town. He scoms especially to come into existence
at sundown, as though he were 4 bat or moth or a clumsy
brown maybug. The country road to him is nothing but the
space between town and town. He is the * soft  tramp, who
plans his life that he can arrive cach night at a different
workhouse, This kind walks with determined stcp, conscious
of & fixed destination, His head may droop with fatigoe, but
his eyes are straight before him, never pausing to look at
ditch or lane, or to scarch for stcks that he may make a fire
for his billy can. In the particular chythm of his walk we can
sense the length of white road gathered up behind him, the
ribbon of white road lying before him. He is a figure of
monotony made manifest. Place him against an incongruous
background and you would yet know by the shape of his
walk that he was a tramp. His feet have grown accustomed
to the smoathness of civilised roads, so that though he
may move always with the stride of the countryman, yet
there is about him none of the clumsy lurch of the plough-
man, with his purposeful plodding upon heavy ploughland.
fim I

l

Figure 4.8 Clare Leightod,ramp on Road1937, wood engraving, fro@ountry Matters
(1937)
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Figure 4.9 Paul Gavarni, illustration foe Juif Errant by Eugéne Sue, 1845
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Figure 4.10 Théo van Rysselberghes Errants lithograph, reproduced ialmanach de
la Révolution 1904
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Figure 4.11 Camille Pissarrbes Trimardeurs1896, lithograph
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TRAMPS

carrics o billy can full of tes—ten with milk m it 0 make
you strong, for tea without milk never does no one any good |
=0 be drunk at leisure in the woods. I listen for his song,
but it has not yet formed. When it is born, 1 like to think that
it will be less mournful than the dirge about the bit of fat
bacon. 1 like to believe that T have begotten a happy song.

And then [ remember o completely different rramp. He
was s strange a figure as any, but in place of the usual siy or
childish look, he bumnt with the fire of religious manin. He

me one day in the folds of the hills, barring my path
with his brandished stick. The sun caught the sharp plancs
of his face, throwing into deep shadow the lower part of his
‘bony cheeks. Everything about him, from long pointed finges
1o pénnant of torn overcoat,
looked like black lightning,

*Have you ever met 4 pro-
phet 7" His: words were the
inevituble thunder,

e o oA prophet,” echoed
from the beech-wood slopes
behind me.

“Then [ tell you that you
have to-day met one, The Lord
has given me a message for you
—and for vou alose."”

B You alone, declared
the beech-wood slope.

The storm of his: religious
passion pliyed arcund him.
dered not move. In the stillness of the hills his message rolled
and umbled and roared, wossed back by echo, till sentences

muﬂpp:&mdgmn:ﬂdnuh]ndfm
* Listen to me | If you hove any genius in your, let it come

9

Figure 4.12 Clare Leightoifhe Mad Prophetl937, fromCountry Matterg1937)
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ghout. Bur the old lady laughed. It was troe that there were
=0 many of them abour—more, perhaps, than cven the village
Imew of, They would make a special point of diverging up
her lane, asking for boiling water for their drink. With
mpmdgmcnmwnhwmﬂdgmrhrmmmdmﬂzm
sugir, butter on their bread, the wse of her oil-stove for their
cooking. * And why should they want 1o murder me # * she
would ask. * We understand each other so well. Tt just hap-

that it’s I who have the tea and the burter. But it might
st a5 well happen the-other way round.”

It i a pity that thiv fear has grown around the idea of
“the tramp, for there is much 10 learmn from him. Who clse
demonstrates the needlessness of possessions 7 Who clse
corrects the blind rush of modern life ? There i dignity
#n his poverty. He rarely trades ‘on the rags he wears. If
Be shows ushmmﬂnﬁhm,m:shmrnurmt—nﬁg.,
Bt B in 2 spirit of the communism of property, And his
eminess 7 Shoukd we blame him for this * His smimde o

5

Figure 4.13 Clare Leightoiframp Waving Farewelll937, wood engraving;ountry
Matters(1937)
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Figure 4.14 G. de Gredfe Chemineaufrom Almanach de la Question Sociale398
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COUNTRY MATTERS

gut, The Lord wants vou to speak. The Lord wants you to
have courage. The world is full of genies, but the world lacks
courage.”

He dumped his baggage on to the turf and flung his legs
and arms apart, like a violent scarecrow.

“ Now I am a prophet. I am neither better nor worse than
all the prophets—Isaish, Jeremiah, Ezckiel, St. Paul, we are
all one.” He shouted his words to a flock of crows overhead.
“When T lie down at night 1 hear the angels singing and the
golden trumpets blowing, and 1 see the stars above dancing
with joy, and God on His throne on high. The day will come
when 1 shall stand before the people of the world and I shall
lift up my arms to Heaven and cry: * Peace be sull !* ™

As he bellowed these last words, a frightened rabbit scuttled
across the clearing. Birds in the undergrowth flew noisily into
safety.

“ And then you will see the Lord coming with glory and
power. Even so0. Amen."”

“ And when will thar day be? ™

But the prophet had finished, He stooped and packed his
baggages about his scraggy person, and rurned o leave me,
He had delivered his message.

Figure 4.15 Clare Leightoiiramp Asleepl937, wood engraving, fro@ountry Matters
(2937)
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occasionally to grab st a particular fower she fancied, care-
less of who had brought it. The flowers by then had become
public property.

Johnny felt happy, and there was triumph in his happiness,
the triumph of fear overcome, Not only had bhe ron and tatked
in the chiirch, but, at the bidding of the rector’s wile, he had
fetched for her jam-fars from the belfry, and had dared—
yes, actually dared to touch ope of the hanging surplices. He
recollected the terror he had felr a5 be looked at that row of
ghosts, with their odd smell. And yet now he had touched
ane.

But how could you be frightened in the church this mom-
ing # There was he with the other children sitting astride the
pews, and stepping over from one seat to the next. Inside
b bhe beld tght the memory of that venture into the pulpit.
He could smell still the mustiness of the old bassocks. By
smnding on a pile of them he had managed to peep over the
edpge of the pulpit itself, and to imagime that he, Johnny
Benvon, had been preaching. Linde did all those women
know; as they sipped their mid-morning rea fuctively in the
beliry, that he had grown up and preached to the whale
church beneath him, peopling those empty pews from his

105

Figure 4.16 Clare Leightoifhe Lady Caroline Bramleigli937, wood engraving, from
Country Matterq1937)
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Figure 4.17 Camille Pissarrdean Miserepen and ink, fronTurpitudes Sociales889
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Figure 4.18 Alphonse LegroBeath of the Vagabond876-77, etching with aquatint
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the kitchen and the tight pink cheeks and absurdly blue eyes
of the man sipping tea from his saucer before me. He was
growing sentimental under the gentleness of Aunt Sarah.

“ And the end # Well, if it comes to the ditch, I've always
been at bome in ‘em. That'll be going home for good; that's
all. I've been a good long way in my time. There's them
what are full of fear as to when they're going to die, and
where. But what 1 say is, it's no goed your worrying, for
you're not going to dic until death comes for you. My
father dicd six years ago; yes, six years ago my father died.
And it was him as tanght me to have no fear.”

At last he got up o go, and we escorted him down the

15

Figure 4.19 Clare Leightoi,ed Lawrencel937, wood engraving, fro@ountry Matters
(2937)
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Figure 4.20 John Garsidéypsies and Gentilefrom The Wind on the Heaiti930), by
John Sampson
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COUNTRY MATTERS

garden path, and helped to load him with his heavy sacks.
But even then he could not seem to leave, and kept retumning,
veaving his stick wildly in the air as be talked.

* Well, T'11 look you up when I'm passing this way again
end just sce if you're sell alive.” He turned o my old aunr.
* 1 wonder which of us will die first, you or me 7™

He was gone for three years. Aunt Sarah and 1 looked at
cach other and smiled.

* That wasn't exactly a wasted morming, was it ? ' she sad.

Figure 4.21 Clare Leighto@Id Boot 1937, wood engraving, fro@ountry Matters
(21937)
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Figure 4.22 Vincent Van Gogh, Pair of Boots1886, oil on canvas, Rijksmuseum
Vincent Van Gogh, Amsterdam
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THE HORSE SHOW

TH!.' PLACE SEEMED cHANGED. But there stood the
farniliar hills, Thanks to them one was certain that one had not
strayed into an unknown district. Yet as the hills were lost
from time to time in the deep mist of the rain, even that
certminty grew dim, What was it that had happened #

For the quict road on the outskirt of the hntle town was
clogged and choked with cars. Strunge police controlled the
traffic, abrupt and ill-tempered in the wet heat of the Septem-
ber day; they were impatient with all who passed, respecting
nobedy. ™ And who do you think you are ? " Stanley Peabody
swore back at them, * I've lived bere, in this place, pretry
nigh on eighty-five year, and nobody ain't never stopped me
from walking along my own road. * Pass along, please | * And
why, I asks you? "

The unending line of cars, horse-boxes and show animals
pushed Smnley Peabody close against the hedge, and blocked

I 113

Figure 4.23 Clare Leightoishire Horse 1937, wood engraving, fro@ountry Matters
(2937)
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Tom Grainger, with his stumpy hgure and shabby overooat,
bad the greater understnding of the cternal values.

But if the Flower Show belonged, essentially; tothe villager,
the Horse Show to-day was dominated by the arstocrat,
Eddies of chance would sweep the world of the animals
across that of the * county,” as cows or bully or horses were
brought into the judging-ring. But it would be for o brief few
moments, and back to the chestout meadosw would go shire
or bull. In thas idle crowd they were of flieening mportance
compared with hunter and horsemanship,

Az the mommg drew on towards oudday, the gentry pre-
potiderated et more. Cars banked the rece-course, in position
for the afternoon’s sport. With the stopping of the rain the air
grew still heavier, us though sky and earth were bound together
by zteam. Into this close atmosphere rose and clung the hoo
amell of cars and motor tyres, and the odour of countless
mackintoshes, subduing the scent of the modden grass.

Tom Gramnger had left Duke for & short while in the care
of Jim Webster. He had to see a man about some wureels,

117

Figure 4.24 Clare Leightoijunters 1937, wood engraving, fro@ountry Matters
(2937)
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Figure 4.25 Clare Leightolinner Time at the Shqw937, wood engraving, from
Country Matterg1937)
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Figure 4. 26 Charles Frederick Tunnicliffghire Stallionwood engraving, c. 1930
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THE HORSE SHOW

as I can't afford, 1 has 1o stand here instead of warching them
be judged.”

Along the hilly lanes, at dusk, cumps of animaks might be
seen going home to obscure farms among the folds of the
hillz, And this tme the farm-hands do not scruple to ride
the horses, a5 they dared not on their way o the show in the
moming. For their destiny now s fixed. It is slow work,
ecaching bome, for the lanes are narrow and twisung, and
the horses have continually 1o be moved 1o the ditch, against
the hedge, o give place 10 overtaking cars thar carry the
owners of the hunters, or to horse-boxes containing the
himters themselves. Bur the cars move so quickly that they
have all passed while Tom has as yet another mile and o half
to go. The rain wets the bright blue of the ribbons that deck
Duke's mane, and drips down Tom Grainger’s neck. Man
and horse are tired and wet, bur 25 Tom jumps w the ground
1o open the farm gate, pride banishes fatipgue.

Figure 4.27 Clare Leightolvening after the Shqw937, wood engraving, from
Country Matterg1937)
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Figure 4.28 Clare Leightoigoing to the Festivall937, wood engraving, fro@ountry
Matters(1937)
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COUNTRY MATTERS

wandered. Miss Moody rapped upon her desk with 2 pencil,
but the geography lesson had lost its grip and India had
retreated to dits normal place bevond the horizon,

Twenty-three pairs of eves warched the procession of the
fair through the village street, matching heard sounds 1o
imagined visions, unobstructed by map, distempered wall,
masonry and brick. Miss Moody's voice went on unheeded,
a4 she spoke of the animals that Tived in India,

* There are monkevs and snakes and tigers and lions mad
elephants——"'

* Elephanrs ! " The word jerked itsell into Betty Cole’s
dreamings. “° Elephants | Why, that notice said there'd
be an elephunt at the fuir, same a5 there was last time.
Yes, a real elephant o ride on | ™

Across. the unrolled map of
India lJumbered an elephant.

“Five and two's seven and
nine’s one-and-four, And with
the sixpence Uncle Charlie’s pro-
mised me that'll make one-and-
ten. Enough for the coco-nuts
and wwice on the roundabout.™

* Johnny | You're not listening,
Mow what animals did 1 say there
are in India ¢ **

" Golden dragons and painted
ponics and spotted piraffes and
buge  bright ococks,” answered
Johnny promptly, with unex-
pected excitement.

On the village green, just past
the church, there was commotion.
The traction-engine hiad conducted

44

Figure 4.29 Clare Leightoikvil-Looking Dark Man 1937, wood engraving, from
Country Matterg1937)
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of the emotons of the victor, Instead, he grew phalosophical.

" There's nothing thot can put bick time,"" he told his
pyiamas. ** Now I sholl pever know what was inside that
tent, And puessing &n't muoch of a help.”

It was just as he lay in bed, beside Mrs. Nomon, that the
wind swerved and brought to him in full force the music of
the fair,

““They oughtn't w be allvwed to make all that noise so
late ot nigght," grumbled Mes. Norton: ss she tormed round
to sbeep. * Upserting one like this | ™

Mr. Morton wrthed i onpaish, " Yes, it does vpset one,
doesn’t 157" he answered. And before his eves in the dark-
ness famed the words of tempation,

Up ot the manor howse Cecilin Smnton beard the musie of
the fair, Like the Reverend Mourica Morton, she was troubled.
She, oo, was drawn by it and resisted, But for her the

57

Figure 4.30 Clare Leightoigoothsayerl937, wood engraving, fro@ountry Matters
(2937)
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COUNTRY MATTERS

patches of lghr, loktening that they might again be caughe.
But though Amy's blood ran as high sz any, she had the
reticence of the romantic,

It was some time before they reached the
roundabour, and it was then thar Amy
started to cry. For there was no golden
deagon, They were all ponies. She had ser
her heart on her golden dmgon and the
magic faded from life. The ponies: became
mere  blocks of carved wood, gaudily
;:mnmd With difficulty Henry mude her
notice the difference between each pony,
pointing - out their golden manes,  their
crimion nostrils, “ And look !'" he aaid,
“They've each of them got a name,
Let's see il there's on Amy-or'a Henary!
Look ! Dons and  Robert, Sidney and
Mabel, Alfred and Dally and—ves, look !
Henry and Amy ! " Strange though it may
seem, it was the truth. And they mounted
the ponies und rode away, dll the confining circle of the
roundabour hroke and shot o the skies,

Meanwhile Miss Stacey was [eeling hot and worried. She
cold not find her rurgquodse-blue vase, There, on one of the
stalls, were preen china mabbits with block ghiss eves, black
dogs, fern pots decorsted with pictures of deserrs and palm
trecd and camels; in one cormer, even, 4 crimson ching swan
with red-gold wings. She visited another stall, w God @
covered with glass butter-dishes she didn’t want and bright-
coloured balls and fur dogs. She had turned in disappoini-
tient from a third stall, when she noticed a dazsle of white
at the far end. She went closer, and saw that it was a white
plaster seatuette of some naked lady—Venus; she was called.

£z

Figure 4.31 Clare LeightoMiss Stacey’s Venu4937, wood engraving, fro@ountry
Matters(1937)
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THE VILLAGE FAIR

T]-'li-'. ELEPFHART LUMBERED dovwn the village sineet, His
foct crushed the bumtercups that grew at inv edge, sprinkling
o fitm of gold dust upon the coarse hide of his legs. The
breeze wased the flowering chestnuis by the farm gares,
shaking down stray blossoms that alighted on the elephont’s
back as he passed: so had the blossoms of the mango
tree -stroked  Bis hide in Indin ss they fell. For shode of
jungle he had now the gloom under the chestnut trees,
tor glare of wopical sun but the kindly warmth of an
English May,

The camel shuffied pompously along the village street. Ax
be walked, his feet struck against the dust of the dry country
road ; but it was hard and resisting o the touch as compared
with the sand of his African desert. A pony and cart passed
him with o neat little patter of hooves; the camel dilated his

41

Figure 4.32 Clare Leightoithe Village Fair 1937, wood engraving, fro@ountry
Matters(1937)
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Figure 4.33 Charles MozleGountry Fair, front cover Country Fair, The Country
Life Annual(1938)
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Figure 4.34 Clare Leightoistorm at the Fair1937, wood engraving, fro@ountry
Matters(1937)
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THE VILLAGE FAIR

somebody hit against her in the darkness and she slipped.
The raindrops mingled with her tears as Miss Stacey crept
home to bed.

But perhaps it was the landlord of the Wheatsheaf who was
feeling as disgruntled as anybody. He sat at the window of
his closed bar-parlour and swore.

“ If there bad to be & storm, why on earth did it have to
wait until ten minutes past closing tme 7 he grumbled.
*“To think of all the folks 1 could have had m here, if it'd
been but ome hour earbier. It's what I call the worst luck
i fellow could have had."

The sun shone next morning with the freshness of a May
day after a storm. Early as the villagers had risen, the fair
had been sull earlier. It had disappeared. And so completely
had it disappeared, and with so lintle noise, that several poople
who were more fanciful than the rest were inclined 1o wonder
if it had existed at all outside their own imagination. It was
a tempting thought, that might have developed one day into
a legend.

But one thing remained. There, in the very middle of the
village street, lay a heap of crushed white plaster. As Miss
Stcey went across the street in the morning light, she paused
and looked at the broken pieces. But it was no good. Her
Venus was lost {or ever.

Figure 4.35 Clare Leightoifhe Village Green1937, wood engraving, fro@ountry
Matters(1937)
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BELL-RINGERS

HI-.' SETZED M1ss LiLy roumd the waist snd kissed her
twice—big, smacking kisses on that red mouth of hers. Lord,
how he'd wanted to do this, since the first day the new Rector
came to the pansh with those three plump daughters He
Jerked the plate of turkey from Miss Lily's hands, and pulled
her down to his lap, feeling the warmth of her soft body. But
just as he was going to kiss her again, on her neck and her
ems and down the front of her dress that was loose as she
stooped with the plate of turkey, there stood Me. Grinrer,
the farmer he'd worked for when he was a young man, across
Shaftesbury way; and Mr. Grinter snorted. As he stared at
the heavy man before him, he saw the nose thicken and the
face turn into the head of a pig. And the great looming pig
cime nearer and nearer to him. He tried to escape, but Miss
Lily was fattencd to his- lop, and be could not move. Miss

£

Figure 4.36 Clare Leightolell, 1937, wood engraving, fro@ountry Matterg1937)
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he'll forget they bells, and I shan't bave no need o fight him
about it The very ides of his going out on @ night like this
with the influenza wpon him | ™

Bur at this moment the church clock struck eleven. Cloaked
in snow though the sound was, it roused the man by the fire.
The fever rushed upon him once more, and he speang from
his chatr.

" Be that ten or eleven that be striking ™ He looked at

155

Figure 4.37 Clare LeightoBell Ringers 1937, wood engraving, fro@ountry Matters
(1937)
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Figure 4.38 William BlakeThe Great Red Dragon and the Woman Clothed witlstire
The Devil Is Come Dowie. 1805, pen and ink with watercolor over gragloih
paper, National Gallery of Art, Washington, DC

413



COUNTEY MATTERS

241536, 425136, How they bells do ring. It be like a voice
from heaven, as the voice of many waters, singing a new song.™

Three at o' time, the men rang down the bells: With a
smooth, sleck feeling, the ropes rose and fell. “Toumphantly,
the men swung on 1 the bell ropes, a8 they roge for the st
time, The silence in the belfry beat down upon them from the
sione walks around.

Timathy Childs lurched home. But he did not feel the cold
or notice the falling spow. As a pod be walked, one who had
marshalled time and held within his hands the desting of the
carth. Like a sleep-walker he lifved the latch of the garden
gate and enddsed the path, stumbling against the snow-banked
water butt ot the back door.

Jane waited for him.

“Ir's w wild Jook youlve got-in vour eves, T It's that
fever, I tell vou. Here, you come straight to bed, or vou'll be
heanng they: bells in the churchyand next year.™

She pulled him forward, bag he jerked himaelf away from her.

# Don't vou dare o touch me—me whar have stood in the
heavens with the Almighty, tossing the stars abour and bring-
ing in the New Year in her golden chariot. Me whar have
been given the power to——"'

The fipure of the man crumbled, and fell hoddled m the
chair by the fire.

His power had gone.

Figure 4.39 Clare Leightognow-banked Water Buft937, wood engraving, from
Country Matterg1937)
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=4 CSACRIFCE TO THE GODs-
fn-';.'i.E ||||||

Figure 4.40 Powys Evang,Sacrifice to the Godérom G. K.’'s WeeklyfApr. 1936)
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Figure 5.1 Clare Leightorgt. Paul’'s Cathedral1929, wood engraving, commission
for The London General Omnibus
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Figure 5.2 Clare Leightoi,he Docks1929, wood engraving, commission for The
London General Omnibus
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Figure 5.3 Clare Leightorgnow Shovellerd 929, wood engraving
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Figure 5.4 Clare Leightof3readline, New YorkL932, wood engraving
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Figure 5.5 Clare LeightofBoston Cod1929, wood engraving
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Figure 5.6 Clare Leightorsirewood in Georgial936, wood engraving
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Figure 5.7 Clare Leightoninter, 1932, wood engraving, commission Tidre Listener
(Dec. 1932)
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Figure 5.7 Isabel Bishoourteenth Streetl932, oil on canvas, private collection
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Figure 5.9 Raphael Soyén the City Park1934, oil on canvas, private collection
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Figure 5.10 Harry Gottlielljome, Sweet Home. 1935-36, University of Arizona
Museum of Art, Tucson
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Figure 5.11 Louis Lozowicklhanksgiving Dinnerl938, lithograph on zinc plate

426



Figure 5.12 Clare LeightotNet Menders1936, wood engraving
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Capitalism at Chrustmastine

stents: Whence Come Peace and Goodwill? :: By E. E. Hun

& The BiteHads = = = By Bwlyn Sh
" Freedom and Dictatorship in Russia By H. C. Steves
. Tho Pl et il 1 b Bl .

Figure 5.14Capitalism at Christmas-timeover illustration foThe New Leader
(2 Jan. 1925)
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Figure 5.15 Clare LeightoWinter, 1932, wood engraving, used as the cover illustmat
for The Land Worke(Jan. 1938)
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Figure 5.16 Clare Leightoiyinnowers, Majorcal937, wood engraving

431



SOURCES CONSULTED

ARCHIVAL SOURCES
A note regarding four outstanding sources:

The Records of William Collins, Sons and Co. Ltdblishers, Glasgow, Scotland,
University of Glasgow Archives, hold no Leightonteraal; the Authors Book Files date
from 1951; the Authors Correspondence and Agreefriéeg date from 1937.

The Archives of the Longman Group, Special Coltatsi University of Reading, hold
no Leighton-related material, a casualty of the bim of the publisher’'s Paternoster
Row offices during World War 1.

Concerning the Victor Gollancz Archives: the Tilies, which contain the
correspondence between Leighton and Gollancz,@axeimthe Orion Books Archive,
London, but are not accessible at this writingavéirelied on the few references to their
correspondence in Joanna Selbormriish Wood-Engraved Book lllustration

Concerning the Papers of H. N. Brailsford (18738)9®eposited at the Labour History
Archive and Study Centre, People’s History MuseManchester, after the death of his
widow Eva Maria in 1988, they contain corresponadnetween him and Leighton
written only after World War Il. | have thereforelied onH. N. Brailsford and his World
by F. M. Leventhal, who had access to pre-World Weorrespondence and interviewed
Leighton on several occasions in the early 1980s.

The Archives offThe Legion BogkCushing Memorial Library, Texas A & M University,
College Station

BBC (British Broadcasting Corp) Written Archivesr@e, Caversham Park, Reading

Hilaire Belloc Papers, MS2005-02, Box 105, Folder John J. Burns Library of Rare
Books and Special Collections, Boston College, Ghadill, MA

Edmund Blunden Papers, Harry Ransom HumanitieseRes€enter, The University of
Texas at Austin

Vera Brittain Archive, The William Ready Divisiorf Archives and Research
Collections, McMaster University Library, Hamilto®ntario

Margaret Bourke-White Papers, Special Collectioasdarch Center, Syracuse
University Library, Syracuse, NY

Papers of Dorothy Whitney Elmhirst, Dartington HRlust Archive and Collection,
Dartington Hall, Totnes, Devon

432



Papers of Leonard Knight EImhirst, Dartington Hedlist Archive and Collection,
Dartington Hall, Totnes, Devon

John Gould Fletcher Papers, Special Collectionsyedsity of Arkansas Libraries,
Fayetteville

Papers of Ellen Glasgow, Accession no. 5060, SpEcikections, University of
Virginia, Charlottesville

Martin Hardie Correspondence (Collection 940). Dapant of Special Collections,
Charles E. Young Research Library, University ofif@mia, Los Angeles

Henry Goddard Leach Letters from Various Correspotsl(bMS Eng 854). Houghton
Library, Harvard University

Clare Leighton Correspondence, Records of Macmdlash Company, Ltd., MS 1089,
Special Collections Service, University of Readidé

Clare Leighton Papers, 1931-1967, owned by thet&sfeClare Leighton; microfiimed
by the Archives of American Art, Smithsonian Ingtibn, Washington, DC

“Humphrey Cotton Minchin, Inventory of The Legioaers, 1927-1935Texas A&M
University Cushing Memorial Library and Archive&'eb. 27 Aug. 2009

Henry Ernest Schnakenberg Papers, 1905-1969, Agsluiv/American Art, Smithsonian
Institution, Washington, DC

Rolfe Arnold Scott-James Collection, Harry Ransouomtdnities Research Center,
The University of Texas at Austin

CHRONOLOGICAL LISTING OF CITED PUBLICATIONS BY CLAE LEIGHTON

Woodcuts: Examples of the Work of Clare Leightmmdon and New York: Longmans,
Green, 1930.

The Musical BoxLondon: Gollancz, 1932.

Wood-Engraving and Woodcutdow To Do It. Series 2. London and New York: The
Studio, 1932.

The Farmer’s Year: A Calendar of English Husbandigndon: Collins; New York:
Longmans, Green, 1933.

433



The Wood That Came Badlondon: Ivor Nicholson and Watson, Ltd., 1934;
Poughkeepsie, NY: Artists and Writers Guild, 1935.

Four Hedges: A Gardener’s Chronicleondon: Gollancz; New York: Macmillan, 1935.
“The Mutations of the WoodcutNew York Timesl6 Feb 1936: BR5.

“Wood Engraving."G. K.’s Weekly24 December 1936: 312-13.

Wood Engravings of the 19301sondon and New York: The Studio, 1936.

Country MattersLondon: Gollancz; New York: Macmillan, 1937.

Foreword.Winnowers, MajorcaWood Engraving Commissioned by the Woodcut
Society of Kansas City, Missouri, 1937.

Southern HarvestNew York: Macmillan, 1942; London: Gollancz, 1943
Give Us This DayNew York: Reynal and Hitchcock, 1943.

Tempestuous Petticoat, the Life of an Invinciblev&dlian New York: Rinehart and
Co., 1947.

“The Philosophy of Gardening,” an address to aitwltural meeting in St. Paul, MN,
1947. InClare Leighton, Growth and Shaping of an Artist-A&icomp. David
Leighton, 63-71.

“How | Made My Book.”American Artist February 1955: 40-45.

Preface. BrittainChronicle of Youthl11-12.

Clare Leighton: The Growth and Shaping of an AttMtiter. Compiled by David
Leighton. Pewsey, Wiltshire: The Estate of Clareghton, 2009.

LISTING OF CITED BOOKS WITH ILUSTRATIONS BY CLARE EIGHTON

Bronte, Emily.Wuthering HeightsLondon: Duckworth, 1931; New York: Random
House, 1931.

Case, Josephine Yourgeedom’s FarmBoston: Houghton Mifflin, 1946.

Farjeon, EleanoPerkin the PedlarLondon: Faber and Faber, 1932.

434



Hardy, ThomasThe Return of the Nativeondon and New York: Macmillan Co., 1929;
New York and London, Harper & Brothers, 1929.
Under the Greenwood Trekeondon and New York: Macmillan, 1940.
Mulgan, Alan.Home: A New Zealander’'s Adventuresngmans, Green, 1927.

Parker, E. W. and A. R. Moon, déngland Out of DoorsLondon and New York:
Longmans, Green, 1934.

Symington, ElsieBy Light of SunNew York: G. P. Putman’s Sons, 1941.

Tomlinson, H. M.The Sea and the Jungleondon: Duckworth; New York: Harper &
Bros., 1930.

Wilder, Thornton.The Angel that Troubled the Waters and Other Rlagadon and
New York: Longmans, Green, 1927

The Bridge of San Luis Rdyondon: Longmans, Green, 1929

The Woman of Androsondon: Longmans, Green, 1930.

PUBLISHED PRIMARY AND SECONDARY SOURCES

Ackley, Clifford S. edRhythms of Modern Life, British Prints, 1914-19B#®ston:
Museum of Fine Arts, 2008, exhibition catalogue.

Adams, J. Donald. “A Distinguished Book by Claredteon,” New York Timesl Dec.
1935, BR6.

. “Country Matters in Prose and WoodcW&wW York Times Book Revigi2
Dec. 1937, 5.

Ailey, Paul.Bishop’s Stortford & Thorley, Hertfordshire, A Hisy and GuidePaul
Ailey, 2004. Web. 5 Sept. 2008.

Anderson, Anne, Robert Meyrick, and Peter NahumAedient Landscapes, Pastoral
Visions: Samuel Palmer to the Ruralist¢oodbridge, UK: ACC Editions, 2008.

Arms, John Taylor. Introduction teour Hedgesy Clare Leighton. (Macmillan ed. only)

Bailey, Christopher. “Rural Industries and the Imad the Countryside. Brassley,
Burckhardt, and Thompson, 132-49.

435



Baldwin, Dean R.H. E. Bates: A Literary LifeSelinsgrove: Susquehanna UP, 1987.

Baldwin, Robert. “Peasant Imagery and Bruegel'dl ‘#alcarus.” Konsthistorisk
Tidskrift, LV, 3 (1986): 101-14.

Baldwin, StanleyOn England, and Other Addressésndon: Philip Allan, 1926.
Balston, Thomas=nglish Wood Engraving 1900-1990ondon: Art & Technics, 1951.

Bates, H. E. “A Wilderness Transformedéw Statesman and Nation Literary
Supplement9 Nov. 1935, 696.

Down the RiverLondon: Gollancz, 1937.

Flowers and Faced.ondon: Golden Cockerell Press, 1935.

Through the Woodd4.ondon: Gollancz; New York: Macmillan, 1936.
Batsford, HarryHomes and Gardens of Englaridbndon: B. T. Batsford, 1933.

Beal, Mary. “For the Fallen’: Paul Nash’s ‘Landgeaat Iden.”Burlington Magazine
141 (Jan. 1999): 19-23.

Beegan, GerryThe Mass Image, A Social History of PhotomecharRegdroduction in
Victorian England Basingstoke: Palgrave Macmillan, 2007.

Beers, LauraYour Britain, Media and the Making of the Labour§aCambridge, MA
and London: Harvard UP, 2010.

Bell, Clive. Art. London: Chatto & Windus, 1914.

Bell, Keith. Stanley Spencer: A Complete Catalogue of the PajatLondon: Phaidon,
1993.

Belloc, Hilaire. Introduction t&®Woodcuts: Examples of the Work of Clare Leighipn
Clare Leighton. London and New York: Longmans, @rd€30.

. “Miss Clare Leighton’s Woodcutkdndon Mercury Aug. 1925, 406-07.

Bendall, FrancisRural Architecture in Buckinghamshiréhe Tulleries Brochures. Vol.
Il, no. 5, New York: Ludowici-Celadon Co., 1930.

Beston, Henry. “An Artist Walks in a Chiltern GardéNew York Herald Tribune
Books 10 Nov. 1935, VI, 9.

436



. “"Homage to England’s Beauthiiéw York Herald Tribune Book$9 Dec.
1937, 4.

Bishop, Alan and Mark Bostridge, ddetters from a Lost GeneratioBoston:
Northeastern UP, 1998.

Blunden, EdmundNature in English LiteraturePort Washington and London: Kennikat
Press, 1929.

. “Sketches from Natur&pectator 19 Nov. 1937, 26.
Boden, C. F. “A Poet From the Mines, Four Lyriddéw Leader19 Mar. 1926, 11.

Bonham-Carter, VictoiDartington Hall: The Formative Years, 1925-19%ulverton,
Somerset: Exmoor Press, 1970.

“Books: Soviets by Cameralime 14 Dec. 1931, N. pagime.Web. 7 May 2006.

Borus, Daniel H., edThese United States, Portraits of America fromii®20s Ithaca
and London: Cornell UP, 1992.

Brace, Catherine. “Publishing and Publishers: Tolwan Historical Geography of
Countryside Writing, c. 1930-19508rea 33 (2001): 287-96.

Brailsford, H. N. “America in Retrospect, An Ungatal Society.’New Leader30
March 1928, 11.

. “A Buckinghamshire LandmarK.imes(London), 10 July 1934,
17.

. “The Magic of May DayNew Leader30 Apr. 1926, 19-20.

. “Making Beauty Accessible.bndon MercuryFeb. 1935, 346-48.
Olives of Endless Agéondon and New York: Harper’s, 1928.
Property or Peace®ondon: Gollancz, 1934.

The Russian Workers’ Republlmondon and New York: Harper & Bros.,
1921.

Shelley, Godwin and Their Circlé" ed. London and New York: Home
University Library, 1951.

. “The Victims of Progress: UnemploymenrAmerica.”New LeaderFeb.
1928, 9.

437



The War of Steel and Goldondon: G. Bell and Sons, 1914.
Why Capitalism Means Waltondon; Gollancz, 1938.

. “The Woodcuts of Clare LeightoBtudiq Dec. 1929, 866-6% reative Art
Dec. 1929, 866-69 (Th&tudids American edition).

. “Woodcuts New Leader25 Dec. 1925, 3
Brassley, Paul, Jeremy Burchardt, and Lynne Thompsw..The English Countryside
between the Wars, Regeneration or Declivédodbridge, Suffolk: Boydell
Press, 2006.

Breton. NicholasThe Twelve Moneth8Valtham Saint Lawrence, Berkshire: Golden
Cockerell Press, 1927.

“British Yeomanry, Four Woodcuts by Clare LeightoRorum Sept. 1926, 399-403.

Brittain, Vera.Chronicle of Youth, The War Diary 1913-19E4d. Alan Bishop. New
York: William Morrow, 1982.

Testament of Youthondon: Gollancz, 1933.
Brooke, RupertThe Old Vicarage, Grantchestdrondon: Sidgwick & Jackson, 1916.

Brown, David Blayney. “To Fancy what is Lost togBt,” Palmer and Literature.”
Vaughan, Barker, and Harrison. 23-28.

Burchardt, Jeremyraradise Lost: Rural Idyll and Social Change, 1&1B0. London
and New York: I. B. Tauris, 2002.

Burke, JoannaDismembering the Male: Men’s Bodies, Britain, ahd Great War
Chicago: U of Chicago P, 1996.

Bushaway, Bob. “Name upon Name: The Great War ardd®nbrance.” Porter. 136-
167.

Canby, Henry Seidel. “Dramatic SketcheSdturday Review of Literaturél Dec. 1937,
6.

Cannadine, Davidl'he Rise and Fall of Class in BritaiNew York: Columbia UP, 1999.

Cardinal, RogerThe Landscape Vision of Paul Naslondon: Reaktion Books, 1989.

Causey, AndrewPaul Nash Oxford: Clarendon Press, 1980.

438



Cavaliero, GlenThe Rural Tradition in the English Novel, 1900-1986towa, NJ:
Rowman and Littlefield, 1977.

Chaucer, GeoffreyCanterbury TalesGeneral Prologue, I. 529-3Rroject Gutenberg
Web. 8 Oct. 2008.

Chesterton, G. KThe Collected Poems of G. K. Chestertosndon: C. Palmer, 1927.
Clausen, Georg&ix Lectures on Painting® ed. London: Methuen, 1906.

Coe, Peter and Malcolm Readingibetkin and Tecton; Architecture and Social
CommitmentLondon: Arts Council of Great Britain, 1981.

Constantine, Stephen. “Bringing the Empire Aliven'imperialism and Popular Culture
Ed. John M. MacKanzie. Manchester: Manchester 9B6,1192-231.

Buy and Build: The Advertising Posters of the Empilarketing Board
London: H. M. S. O., 1986.

Cooke, Gordon, comfisraham Sutherland: Early Etchingsondon: Gordon Cooke,
1993.

Cooper, Martin. Sunt Lacrimae RerurhLondon MercuryJan. 1937, 300-07.

Corbett, David Peter3.he Modernity of English Art, 1914-193@anchester, England:
Manchester UP, 1997.

Corbett, David Peters and Lara Perry, &tglish Art 1860-1914: Modern Artists and
Identity. New Brunswick, NJ: Rutgers UP, 2001.

Corbett, David Peters, Ysanne Holt, and Fiona Rii&sk The Geographies of
Englishness: Landscape and the National Past, 1880 New Haven &
London: Yale UP, 2002.

Cork, RichardJacob Epstein: The Rock Drill Periodondon: Anthony D’Offay, 1973.

Vorticism and its AlliesLondon: Arts Council of Great Britain, 1974.

“Country Scenes and Peopl&imesLiterary Supplement_ondon), 6 Nov. 1937, 831.

Cox, E. H. M.The Modern English Gardehondon: Country Life, 1927.

Crane, W. J. EBookbinding for Amateurd.ondon: L. Upcott Gill, 1903.

Crewdson, William H. P. “Robert Leighton&ntiquarian Book MonthI®0 (Oct. 1993):
18-24.

439



Crowther, M. A. “The Tramp.Myths of the EnglishPorter. 91-113.
C. Z. O. “A Farmer’s Year.American Magazine of ArDec. 1933, 562-63.

Daniels, Stepherkields of Vision: Landscape Imagery and Nationantity in England
and the United State®rinceton: Princeton UP, 1993.

Darton, Frederick J. HModern Book-lllustration in Great Britain and Ameai London
and New York: The Studio, 1931.

Davis, Holly. “Hardy’s Romanticism ifithe Woodlandereep South3 (Spring 1997).
N. pag.English Department Ezine, Otago Universitiew ZealandWeb. 7 Jan.
2009.

Dawson, Grahantoldier Heroes: British Adventure, Empire and thiagining of
Masculinities London and New York: Routledge, 1994.

Dearmer, Percy, R. Vaughan Williams, and Martinghed. The Oxford Book of Carals
London: Oxford UP, 1928.

Denning, MichaelThe Cultural Front: The Laboring of American Cukun the
Twentieth CenturyNew York: Verso, 1996.

Doss, Erika. “Looking at Labor: Images of Work i83Ds American Art,'Journal of
Decorative and Propaganda Argl (2002): 230-257.

Du Bois, W. E. Burghardt. “Georgia: Invisible Empistate." These United Statekd.
Daniel Borus. 94-103.

Dukes, Ashley. “A Poet of the German RevolutioNéw Leaderll Dec. 1925, 11.

“The Editor.” “What is Wrong with Painting? |. Imeationalism.”Studiq Feb. 1932, 63-
64.

Edwards, PauBlast: Vorticism, 1914-191&\ldershot: Ashgate, 2000.
Edwards, Ruth DudleWictor Gollancz: A BiographyLondon: Gollancz, 1987.
Empson, C. W. “This Motoring.G. K.’s Weekly6 Feb. 1936, 312-13.

Empson, Patience, eflhe Wood Engravings of Robert Gibbingendon: J. M. Dent,
1959.

Fitzgerald, F. ScotlThe Great GatshyNew York and London: Scribner Classics, 2000.

Fletcher, John Gould. “Paul Nask\fts, Oct. 1928, 195-99.

440



Fletcher, William DolanClare Leighton, An Exhibition, American Sheaveglish Seed
Corn. Boston: Thomas Todd, 1977.

Ford, C. B.The Landscape of Englanidondon: Batsford, 1933.
Fry, RogerVision and DesignLondon: Chatto & Windus, 1957.

Fussell, PaulThe Great War and Modern Memoiew York and London: Oxford UP,
1975.

Gape, W. AHalf a Million Tramps London: Routledge, 1936.
“A Gardener’s Chronicle.Times Literary Suppleme(itondon), 2 Nov. 1935, 694.
Garton, Robin, edritish Printmakers, 1855-195%ldershot: Scolar Press, 1992.

Gibson, WalterMirror of the Earth: The World Landscape in Sixteentury Flemish
Painting Princeton: Princeton UP, 1989.

Glasgow, EllenThe Woman Within: The Autobiography of Ellen Glasgdew York:
Harcourt, Brace, 1954.

Godfrey, Richard TPrintmaking in Britain; A General History from iBeginnings to
the Present DayNew York: New York UP, 1978.

Graham, Stephehe Gentle Art of TrampingNew York: D. Appleton, 1926; London:
R. Holden, 1927.

Grant, Simon. “Paul Nash: War Artist, Landscapenfeai” Montagu. 39-47.

Gray, FrankThe Tramp, His Meaning and Beirigpndon: Dent, 1931.

Greenwood, Jeremy, comphe Wood Engravings of John Nash: A Catalogueef th
Wood-Engravings, Early Lithographs, Etchings, amdjEavings on Metal
Liverpool: Wood Lea Press, 1987.

Griffiths, Clare.Labour and the Countryside: The Politics of Rurat&n 1918-1939
Oxford: Oxford UP, 2007.

Haggard, H. RiderA Farmer’s Year: Being His Commonplace Book for8.&8®ndon:
and New York: Longmans, Green, 1899.

A Gardener’'s YearLondon and New York: Longmans, Green, 1905.

Hammer, MartinGraham Sutherland: Landscapes, War Scenes, Pa@iré#24-1950
London: Scala, 2005.

441



Hardie, Martin. “The Wood-Engravings of Clare Leigh.” Print Collector’'s Quarterly
22 (Apr. 1935): 139-165.

Hardie, Martin and Arthur K. Sabin, eéd/ar Posters Issued by Belligerent and Neutral
Nations 1914-1919 ondon: A. & C. Black, 1920.

Hardy, Thomaskar From the Madding CrowdNew York and London: Harper & Bros.,
1930.

Tess of the D’'UrbervilledNew York: Everyman’s Library, 1991.

Under the Greenwood TreBlew York: Macmillan, 1940.
Harrison, Charleg=nglish Art and Modernism, 1900-193%ndon: Allen Lane, 1981.
Haycock, David BoydPaul Nash London: Tate Pub., 2002.

Helmreich, AnneThe English Garden and National Identity: The CotimaeStyles of
Garden Design, 1870-1918lew York: Cambridge UP, 2002.

Hemingway, AndrewArtists on the Left: American Artists and the Comisiu
Movement, 1926-1956lew Haven and London: Yale UP, 2002.

Herbert, RobertJean-Francois MilletLondon: Arts Council of Britain, 1976.

Hewlett, MauriceThe Song of the Plow, Being the English Chronictendon: William
Heinemann, 1916nternet Archive Web. 3 Sept. 2008.

Hickman, Caroline Mesrobian. “Graphic Images andafign Traditions: Bayard
Wootten, Clare Leighton, and Southern AppalacHaGraphic Arts and the
South Ed. Judy Larson. Fayetteville: U of Arkansas $911, 245-77.

. “Clare Leighton and the American Souflyke University Libraried7
(Spring 2004): 8-13.

. “Clare Leighton’s Art and Craft: Explagiher Rich Legacy Through the Pratt
Collection.” Stuhlman, 7-16.

“High Wycombe — Furniture Town.” Wycombe Districoncil. Web. 6 Jan. 2009.

Hills, Patricia.Social Concern and Urban Realism: American Paintihghe 1930s
Boston: Boston University Art Gallery, 1983.

Hind, Arthur M. Introduction to a History of the Woodcugoston: Houghton Mifflin,
1935.

442



Hissey, J. JUntravelled EnglandLondon: Macmillan, 1906.

Hodges, Sheilasollancz: The Story of a Publishing House, 19288L%6ndon:
Gollancz, 1978.

Hogg, Jessica (BBC Written Archives Researcher)sddge to the author, 2 Sept. 2011.

The Holy Bible, Containing the Old and New Testamétew York: Collins, n.d.
Authorized King James Version.

Holt, Ysanne.British Artists and the Modernist Landscapgddershot and Burlington,
VT: Ashgate, 2003.

Holtby, Winifred. “Between the Furrows: How DossyeMsod.”"New Leaderl Oct.
1926, 11-12.

House of Commons Debate on “Rural Industries.” I5d 1933. Hansard, the Official
Report of Debates in Parliament. HC Deb 15 Marc331@ 275 cc2049-10. Web.
2 July 2011.

Howitt, William. The Book of the Seasons; or The Calendar of Natumedon: Henry
Colburn and Richard Bentley, 1831.

Howkins, Alun.The Death of Rural England: A Social History of @euntryside Since
1930 London and New York: Routledge, 2003.

Hughes, RoberiThe Shock of the New: Art and the Century of Chadgedated and
enlarged ed. London: Thames & Hudson, 1991.

Hugo, Victor. “Season of the Sowing, the Evenirfggin “Songs of the Streets and
Woods,” (1865).

Hutton, John. “Les Prolos Vagabondent’: Neo-Imgresism and the Anarchist Image
of theTrimardeur” Art Bulletin. 72 (June 1990): 296-309.

Hynes, SamuelA War Imagined: The First World War and EnglishliGre. New York:
Atheneum, 1991.

The Auden Generation: Literature and Politics ingkand in the 193QNew
York: Viking Press, 1976.

Jackson, Arlendllustration and the Novels of Thomas Hardptowa, NJ: Rowman and
Littlefield, 1981.

Jaffé, PatriciaWomen Engraverd.ondon: Virago Press, 1988.

443



The Wood Engravings of Clare Leight@ambridge, England: Silent Books,
1992.

Jeffrey, lan.The British Landscape, 1920-193®ndon: Thames and Hudson, 1984.
Jenkins, David FrasePaul Nash: The Elementsondon: Scala, 2010.
Jennings, Frank LTramping with Trampd.ondon: Hutchinson, 1932.

Jeremiah, David. “Dartington Hall — A LandscapenfExperiment in Rural
Reconstruction.” In Brassley, Burchardt, and Thoompd.16-31.

Jolivette, Catherind.andscape, Art and Identity in 1950s BritaBurlington, Vermont:
Ashgate, 2009.

Jones, Lawrence. “Alan Edward Mulgamictionary of New Zealand Biographyol. 4.
Auckland: Auckland UP, 1998. N. pagictionary of New Zealand Biography
Web. 14 Nov. 2008.

Josephy, Helen. “Gypsy Wanderings from PrehistGages of French Pyrenees to
Picturesque Herzegovina Recorded in Lovely WoodCiew York Sun3l Jan.
1929, 18.

Kaye-Smith, Sheila. “Sussex Revisited.” In Minchi228-237.

Keir, David. The House of Collind.ondon: Collins, 1952.

Kenrick, Donald, and Sian Bakewdln the Verge: The Gypsies in Englaithtfield :
University of Hertfordshire Press, 1995.

Labour PartyThe Land and the National Planning of Agricultut®endon: The Labour
Party, 1932.

Lang, Helen J. “In Rural EnglandBoston Evening Transcripl5 Jan. 1938, Book
Reviews, pt. 5, 3.

Langa, HelenRadical Art, Printmaking and the Left in 1930s Néork Berkeley: U of
CA P, 2004.

. “Two Antilynching Art Exhibitions: Poliized Viewpoints, Racial
Perspectives, and Gendered Constraifmeérican Art 13 (Spring 1999): 11-39.

Leavis, F. R. and Denys Thomps@ulture and Environment, The Training of Critical
AwarenessLondon: Chatto and Windus, 1964.

“A Leighton Book.” Art Digest 15 Dec. 1935, 22.

444



Leighton, David Roland. Messages to the authoA@7 2008; 9 Apr., 15 and 16 Oct.
2009. Email.

[Leighton, Marie Flora Barbara ConnoBoy of My HeartLondon: Hodder &
Stoughton, 1916.

Leighton, RobertOlaf the Glorious London: Blackie and Son, 1894
The Thirsty SwordNew York: Scribner’s, 1892
With Nelson in Commandondon: Andrew Melrose, 1905

LeMahieu, D. L.Culture for Democracy: Mass Communication and théiZated Mind
in Britain between the War®©xford: 1998.

Leventhal, F. MThe Last Dissenter: H. N. Brailsford and his Wofikford: Clarendon
Press, 1985.

Leventhal, F. M. Message to the author. 20 Apr.8&@&mail.

Levesque, Catherindourney Through Landscape in Seventeenth-Centultgridb The
Haarlem Print Series and Dutch Identityniversity Park: Pennsylvania State UP,
1994.

Lister, Robin. “The Peasants Biers Ploughmarand its Audience.Peasants and
Countrymen in LiteratureEd. Kathleen Parkinson and Martin Priestman.
London: Roehampton Institute of Higher Educatid®82, 71-90.

Lisky, I. A. “Productivisation.”Left ReviewNov. 1935, 57-62.

Lodge, David.The Art of Fiction: lllustrated from Classic and bfiern TextsNew York:
Viking, 1993.

Longfellow, Henry WadswortiThe Poems of Henry Wadsworth Longfelldlew York:
Modern Library, 1932.

Louvish, SimonChaplin: The Tramp’s Odysselyondon: Faber and Faber, 2008.

MacCarthy, FionaEric Gill: A Lover’s Quest for Art and GodNew York: E. P. Dutton,
1989.

Malvern, SueModern Art, Britain and the Great War: WitnessiiAgstimony, and
RemembranceNew Haven: Yale UP, 2004.

Mandler, PeterThe English National CharacteNew Haven and London: Yale UP,
2006.

445



Masefield, JohnCollected Poemd.ondon: Heinemann, 1923.

The OId Front LineNew York: Macmillan, 1918. N. pa&roject Gutenberg
Web. 14 June 2009.

Massingham, H. hiltern Country The Face of Britain. London: Batsford, 1940.

Matless, DavidLandscape and Englishned®ndon: Reaktion Books, 1998.

Mellichamp, Dr. Larry. “Re: Plant ID.” Message teetauthor. 6 Apr. 2009. Email.

Mellor, David. “British Art in the 1930s.Class, Culture, and Social Change, A New
View of the 193Qsd. Frank Gloversmith. Sussex: Harvester PregdNdn
Humanities Press, 1980, 185-207.

Minchin, Capt. H. Cotton, ed.egion; The Book of the British Legion, by Britain’
Foremost Writers in Prose and Ver3eade ed. with reduced number of
illustrations. Garden City: Doubleday, Doran, 1929.

The Legion BoakCurwen Press. Ltd. ed. London: Cassell, 1929.

Montagu, Jemima. “Modern Artist, Ancient Landscdpe .Montagu, 9-22.

, edPaul Nash: Modern Artist, Ancient Landscapkesndon: Tate Pub., 2003.

Morris, Lynda and Robert Radfor@ihe Story of the AIA, Artists’ International
Association, 1933-195®xford, Museum of Modern Art, 1983.

Nash, JohnPoisonous Plants: Deadly, Dangerous, and Suspectdon: F. Etchells &
H. Macdonald, 1927.

Nash, Paul. “Going ‘Modern’ and ‘Being BritishWWeekend Review?2 Feb. 1932, 333.
Outline, an Autobiography.ondon: Faber and Faber, 1949.

Nevinson, C. R. W, et aBritish Artists At The FrontLondon: Country Life, 1918.

“The New Rural England.Architect and Building New80 June 1933, 404-08.

Newhall, Beaumont. “New Books on Art - Clare Leigihts Garden.’American
Magazine of ArtFeb.1936, 123.

Niall, lan. Portrait of a Country Artist: C. F. Tunnicliffe, R. London: Gollancz, 1980.

Nickerson, Fiona, and David Woottorhe lllustrators The British Art of lllustration,
1800-2007. London: Chris Beetles, 2007.

446



Nichols, BeverlyDown the Garden Patiiondon: Jonathan Cape, 1932.

Nord, Deborah EpsteilGypsies and the British Imagination, 1807-198@w York:
Columbia UP, 2006.

Oliver, Basil.The Cottages of Englantdondon: B. T. Batsford, 1929.

Orvell, Miles.After the Machine: Visual Arts and the Erasing aiftGral Boundaries
Jackson: UP of Mississippi, 1995.

Orwell, GeorgeComing Up for Air London: Gollancz, 1939.
.Down and Out in Paris and Londobondon: Gollancz, 1933.
J. P. “Encounter in the Pyreneekéft ReviewNov. 1935, 75-78.
Palmer. A. H. and the Dept. of Engraving, lllustyat and Design, Victoria and Albert
Museum.Catalogue of an Exhibition of Drawings, EtchingsWoodcuts by
Samuel Palmer and Other Disciples of William BlaRetober 20-December 31,

1926 London: Board of Education, 1926.

Panofsky, Erwin. Et in Arcadia EgoPoussin and the Elegaic Tradition.”Nfeaning in
the Visual ArtsGarden City: NY: Doubleday, 1955, 295-320.

Payne, Christiand.oil and Plenty: Images of the Agricultural Landpean England,
1780-1890New Haven and London: Yale UP, 1993.

Pevsner, Nicholag he Englishness of English AHarmondsworth: Penguin, 1964.

Phagan, Patricia, edlhe American Scene and the South: Paintings and$\tor Paper,
1930-1946 Athens, GA: Georgia Museum of Art, 1996.

“A Poet From the Mines, Four Lyrics by F. C. BodeNew Leader19 Mar. 1926, 11.

Porter, Roy, edMyths of the EnglishiCambridge, UK: Polity Press, 1992.

Postan, Alexandeihe Complete Graphic Works of Paul Nalsbndon: Secker and
Warburg, 1973.

Radford, Robert Radfordrt for a Purpose: The Artists’ International Assaton,
1933-1953Winchester, Hampshire: Winchester School of AesB, 1987.

Rae, Patricia. “Double Sorrow: Proleptic Elegy déimel End of Arcadianism in 1930s
Britain.” Twentieth Century Literatur&Summer 2003. 1-2BNET. Web. 5 Mar.
2008.

Read, HerberiPaul Nash Harmondsworth: Penguin, 1948.

447



Reithmayr, Andrea. “Beauty for Commerce: PublishBmsdings, 1830-1910.” Online
exhibit based on the physical exhibit. 25 MarchAufyust 2002. Rare Books and
Special Collections Library, Rush Rees Library, \émsity of Rochester, NY.
Web. 4 Mar. 2007.

Rice. Kathleen. “Notations of the Heart: The WoatyEaving lllustrations of Clare
Leighton, 1929-1954.” Ph.D. diss., University ofX&s, Austin, 1997.

Rix, BrendaPictures for the Parlour: The English Reproductint from 1775 to
190Q Toronto: Art Gallery of Canada, 1983.

Roberts, HarryThe Tramp’s Handbook.ondon and New York: J. Lane, 1903.

Robins, Anna Gruetzner. “Living the Simple Life: @ge Clausen at Childwick Green,
St. Albans.” In Corbett, Holt, and Russell, 1-27.

Rogerson, lanThe Wood Engravings of Agnes Miller Parkeondon: British Library,
2005.

Rose, Lionel:Rogues and Vagabondd/agrant Underworld in Britain, 1815-1985
London and New York: Routledge, 1988.

“Rural Industries,” 15 March 1933, Hansard, thei€xf Report of Debates in
Parliament, HC Deb 15 March 1933 v. 275 cc2049-Y0éb 2 Aug. 2011.

Sackville-West, VThe Land London: William Heinemann, 1926.

Salaman, Malcolm CThe New Woodcutondon and New York: The Studio, 1930.

Sampson, Johhe Wind on the Heatlhondon: Chatto and Windus, 1930.

Samuel, Raphael. “Introduction: Exciting to be Esigl’ History and Politics
Patriotism: The Making and Unmaking of British Matal Identity, ed. Raphael
Samuel, vol. 1. London and New York: Routledge89,Xiii-Ixvii.

Samuels, Stuart. “The Left Book Clukléurnal of Contemporary History.2 (1966): 65-
86.

Santayana, Georg8oliloquies in England and Later Soliloqui®&ew York: Charles
Scribner’s, 1922.

Schneider, Matthew. “Wrung by Sweet Enforcemebtuid Stones and the Problem of

Sacrifice in British Romanticism Anthropoeticsll, no. 2 (Jan. 1997): 1-8. Web.
29 Apr. 20009.

448



Selborne, Joann8ritish Wood-Engraved Book Illustration, 1904-1940Break With
Tradition. London: British Library and Oak Knoll Press, 2001

Selborne, Joanna and Lindsay Newnf@awen Raverat, Wood Engraveérondon: British
Library; New Castle, DE: Oak Knoll Press, 2003.

Sharp, Thomaslown and Countryside, Some Aspects of Rural andl R@velopment
London: Oxford UP, 1932.

Shaw, Christopher and Malcolm Chase, Htk Imagined Past: History and Nostalgia
Manchester, England: Manchester UP, 1989.

“Some Opinions of Clare Leighton’s Work.” Collinsgmotional booklet foiThe
Farmer’s Yeayn. p.

Spenser, Edmundhe Fairie QueenegGrosart, 1882. 111, vi., 42, 49.he Edmund
Spenser Home Page, Faculty of English, Univerditgambridge, UKWeb. 4
Jan. 2009.

Shepheardes Calend&t579. N. pagElectronic Text Center, University of
Virginia Library. Web. 6 Feb. 2009.

“SP8004: Monks Risborough Railway Statiom&ograph Web. 16 Jan. 2009.
Squire, J. C. “Clare Leighton: Wood Engrave3tudiq Mar. 1927, 173-76.
. Prefatory Note. In Mulgan, ix-x.

Stafford, William. “This Our Happy Country: Nost&gor Pre-Modern Society.” In
Shaw and Chase, 33-46.

Stevens, Anne and David Leightd@lare Leighton: Wood Engravings and Drawings
Oxford: Ashmolean Museum, 1992.

Strachey, JohnThe Coming Struggle for Powdrondon: Gollancz, 1932.
Street, A. GFarmer’s Glory London: Faber and Faber, 1932.

Street, Paul. “Painting Deepest England: the Latedscapes of John Linnell and the
Uses of Nostalgia.” In Shaw and Chase, 68-80.

Stuhlman, Jonathan, eQuiet Spirit, Skillful Hand, The Graphic Work ofa€ Leighton
Charlotte, NC: The Mint Museums of Art, 2008.

Sturt, George [pseud. George Bourri&ange in the VillageNew York: A. M. Kelley,
1969.

449



Summerson, John. “Architecture.” The Edwardian Age and the Inter-war Yedsris
Ford, ed. The Cambridge Guide to the Arts in Bnit&@ambridge: Cambridge UP,
1989, 212-45.

Thomson, Jame3he Seasonérchive.org. Web. 2 March 2009.

Tickner, LisaModern Life & Modern Subjects, British Art in tharly Twentieth
Century New Haven and London: Yale UP, 2000.

Tipping, H. Avray.The Garden of Todayondon: M. Hopkinson, 1933.

Treuherz, JulianHard Times, Social Realism in Victorian Atbndon: Lund Humphries
Pub., 1987.

Turner, Bryan S. “A Note on Nostalgialheory, Culture and Societ§ (1987): 147-56.

Vaughan, William, Elizabeth E. Barker, and Colinrkson, ed Samuel Palmer, 1805-
1881: Vision and LandscapBurlington, VT: Lund Humphries, 2005.

Vincent, Sybil. “In the Studio of Clare LeightorStudiq Mar. 1937, 144-47.
Watkin, Elphin. Messages to the author. 1, 3, a@t6 2007. Email.
Weeks, C. F. “To the EditorForum, Dec. 1926, 949.

Wees, William.Vorticism and the English Avant-Garddanchester: Manchester UP,
1972.

White, Gilbert.The Natural History of Selborn&d. Allen Grant. Ware, Hertfordshire:
Wordsworth Editions, 1989.

Whittaker, JasoriVilliam Blake and the Myths of Britailloundmills, Hampshire:
Macmillan; New York: St Martin’s Press, 1999.

Wiener, Martin.English Culture and the Decline of the Industripir§ 1850-1980 New
ed. Cambridge: Cambridge UP, 2004.

Wilcox, Denys J. WilcoxThe London Group, 1913-1939: The Artists and Tihéarks
Aldershot: Scolar Press, 1995.

Williams, RaymondThe Country and the CitiNew York: Oxford UP, 1973.
Williams-Ellis, Clough.England and th@ctopus London: Geoffrey Bles, 1928.

Wollen, Frances (UK Rights Director, Orion BooWsglessage to the author, 29 March
2011, Email.

450



“World War One Battlefields: Flanders: PloegstéeéiWorld War One Battlefields: 2005-
2009 Web. 29 Aug. 2008.

Worley, MatthewLabour Inside the Gate: A History of the Labour ®dvetween the
Wars London and New York: I. B. Tauris, 2005, 174.

Young, Michael DunlopThe EImhirsts of Dartington, The Creation of a Utop
Community London and Boston: Routledge & Kegan Paul, 1982.

Zurier, RebeccaRicturing the City: Urban Vision and the Ashcan &ahBerkeley: U of
CA P, 2006

451



