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The category 'Christian' is far more decisive
both for the theologian and the art critie,
than such categories as 'classic', 'romantic',
or 'realist', which belong to the literature
of aesthetes rather than to the nature*of

-
human experience.l p
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> INTRODUCTION ‘ : .

‘
]

Recently, formalist art criticism w;s in vogue to the
practiéal exélusioﬁ of all other apprgaches to art. The wsrk of art
'was judged on thg basis of aesthetic considerations orly. The system
of values or the philosophy which animated the work was consistently

“ ,
ignored. The emphasis waé, on form, method or process. Discussion of

© . ' - /

the content, or the motivation that had stirred the artist to portray
< M .
things in such a way and not in another, ‘nd to paint this and nét that, ",

was taboo. This particular approach often went together'with a view 7 '

which considered figurative art (which after all deals more obviously

with subject matter than abstract art), an anachronism. N o a
We are at last witnessing a reversal of thig approach,  for

example in the recent exhibition of abstract American art at the

National Gallg;y in Washington, surprisingly entitled: American ArF . 1

te [
at Mid-Century; the Subjects of the Artist. Anne Brodsky, referf?ng ‘ . $

to this exhibition in her Arts Canada editorial, said:

If we, jaded by-the sixties' and seventies'
rhetoric of formalist criticism have wished for
. a more concrete and emotiocnal approach to

abstractiony one that marries the interpretation

of form and structure with meaning, were astounded

that a theme exhibition had been mounted on the -

basis of the "subject matter" of abstractionm,

artists of our acquaintance were elated, reassured,
. but altogether unamazed, because these artists,

all of them "abstractionists'; know that their

art is rooted in subjeqgt matter.

1
Was subject matter taboo because it was thought to be the sole
» - o

¢




+ .

‘ — -
prerogative of figurative art? Now that even abstract art has been . _

-

conceded subject matter, méybe a rehabi%itation'of figurative art will

-

also ensue,

The shift iq emphasis then, is from questions concerning the
how of art, to questions conceén;ng the why. The hgg is obviously
extrémely closely linked w;th thé\gﬁi. It is its expregsion, but the
why question‘is maybe more urgentiin our age where pechniques—have so
often taken precedence over meanings. ' . v . : '

I propose tﬁerefore, to study the work of Stanley Spencer
precisely by focussing on his subject ﬁatter, on the inspiration which.

was the determinant of the form of his powerful paintings. Spencer.

4 >
wrote in one of his letters;

+..in the days of Botticelli and before him,
+ 1t was a foregone conclusion that a marn can
paint. How to paint was nevér considered;
they knew that their important consideration
was.what td paint, and my contention is that
they only knew how to paint, because they knew
what to paint. It was knowing clearly what
to.do that inspired them and gave them abilizyr
(as inspired always are able) to paint what
they w ted.3 .

Stanley Spencer remains a riddle. He.is not easily classified in
relation to the movements oflhis day. Was he a naif painter? a
Cubigt? a Symbolist? or maybe an Expressionist? Critics do not agree
on the label that fits him best. In this thesis I try to show that)ﬁis
wo;k can best be uhderstood,‘not by aesthetic criteria, but by*%i;m—
ining the faith ‘that inspired his work. Eric Newﬁon corrqborates‘gy
intuition in the quote that precedes this cha§Qer.

I.propose therefo?e to look at both the family backgroupd and the

1]
——
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and with what Christian spirituality Spence
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social milieu which helpe& to form Spencer, the man of faith. I will
look at the artistic currents which had an effect on the painter. I ’

L=

will then examine jhis work under the ‘three following classifications; I
1 ;
'realistic', 'erotie', and 'religious’. I will‘st:uqkh_is beliefs as
expressed primarily in his palntingsi?ut also iﬁ his writings, in
’

relation to traditional Christian doctrine. I will try to ascertain if °

-

’

can be idencified with.

Finally I will try to situate Spencer in the tontext of conﬁemporaty'

art. I do not hope to come up with definitive answers. All this, study °
- . \ ¢ N

. N
can hope to do, is indicate and suggest.
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. To be rooted is perhaps the most important
. « and least recognised need of the human soul.
' It is one of the hardest to define. A human
. st ‘ _being as roots by virtue of his real, active
) ' ' and na?ural participation in the life of a
" Co community which preserves in living shape
P ’ . certain particular/expectations for the future.
' . This participation is a natural.one, in the
- A . . sense that it is automatically brought about by _;.
; : ’ place, conditions of birth, profession and
. social surroundings. Every human being needs to
) have multiple roots.- It is *ecessary for him to
: v driw well nigh the whole of his moral, <
. _,_‘int:ellectual and spiritual life by way. of the
environment of which he forms a natural part.
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.rudimentary. Evgn the two siste¥s considered them very ill-equipped at
, /

\ ~

o PR .Chapter I. ROOTS . 7 .

]
N -

i . ,
] .
*

Spenéer was born in 1891, the eighth cﬁild“iﬁ a family of nine < ‘
surviving childreu.’,His father, William Spencer, was déscended from a
family of builders and cabinet makers that had been settled in
Cookham, Bérkshire, for many generations. Stanley remembers walls and
buildings in Cookham which had béen built by one or another of the
Spencers‘in fﬁe pre;ious ge;erations. He also remembers the. shop .that
‘his grandmother kept when he was a chiid. His father was a self-
téught man, an organist and a ﬁiano :eacper, also a poet of sorts and T
an amateur astrono;er. He was on friendly terms with the Boston -
family, the géntry of the. area. Itlwas in their observatdry that the S
Spencer father pursued the hobby of astroﬁomy, and it was through them -
that Stanfey would one day Se aﬁle’to finance his studies at Th;iSIade.

Mr. Spencer had placed particular hopes in theueducation of his
older ;hildren. ﬁe was proud of the musiéal tale&t of his oldest son
Will'who was a prodigy of sorts: By the time ghat Stanlqy énd Gilbert
the two youngest were o£ schbol;going age, Mr. Spencer, whg was by'
‘then semi-retifed, had lost interes; in their education. The Sﬁen;ers
though no longer well off, retained some pretensioﬁs, and ﬁoﬁld not
consideF a state school for the tﬁs boys. They were theréfore sent to
a iittle local- school run by their t%o olaer sisters,. which was housed
in a hut at the bottom of their garden-and e%entually in a house next

' a

door to theirs. The schooling thus obtained by the boys was extremely

4



the age of fourteen.

R P

The Spencer family was extremely religious. William Spencer read
" the Bible aloud to his family iﬁ the evenings. Grace was said before

edch meal. The children went to Chapel with their mother who was a
*

Wesleyan. As they grew older the Methodist Chapel was sold on account
’ L

o hpar e W A e T e Mt T L v
1

A of lack of funds. They’then attended the local Anglican church;

'

Anglicanism was the father's‘religion, but Spencer throughout his life

PR P

would remain more partial to the non-conformism of his mother's
v .
' ¢ -
Methodist Egligion. ’ ’ -

P

-

Stanley Spencer's father had a passion for music and literature.
He sharfd those interests with his family: Besides the Bible, he read

poetry and the Classics a1§uq to them. Stanley as a child had read ‘ ;

Pilgrims Progress, to which he had even devised illustrations. He had

also fead children's versiq%s of Brer Rabbit, Don Quioxte, Qgiliver‘s

Travels, and Tanglewood Tales. He continued to read the Bible through-

out his life, and when in the army during the first Wbrld.war, he was -
to‘becbme a voracious reader. Som; of the authors with which he was )
familiar at the time according to his bESther Gilbert, were Crashaw,
Swinburne, Milton, Meredith, Hardy, Browning, and Dickens.

Music was another great influence in the Spencer home. Nearly all
ghe Spencers played some instrument, and some of them were “very good.

-~

The oldest boy Will would later hold a post as teacher at the Cologne :

T
Conservatory of Music. At night, William Spencer formed a quartet with

his three eldest sons. Stanley and Gilbert heard them practice at
nights. Stanley himself could play Bach by ear on thé plano, and ' )

claims to have composed some of the Burghclere murals basing* the

composition on the structure of the fugue.




- ‘ &

Spencer's exposure to thé visual arts was limited to illustrations
. ’ ,

in books. As a child he was familiar with the Rackham illustrations, . "

so popular in Victorian England. He was encouraged as a boy to .take.

flower painting lessons from a young neighbour. Her father, though a -
village plumber, was an amateur painter. Stanley saw his landscapes of )

-

Coqkham, two of which hung in the Spencer home.
The younger child;en had more freedom, under the supervision of
their sisters, than the qldéf children had had under the watchful eye’ |
of the parenis.\ St;nley and his brother Gilbert roamed the neighbouring -
'gountryside'and knew intimately every nook and cranny in Cookham. ng:
semi-retired father organised community projects in thch gie children
were also involved. One of ?ﬁ% projects was t@p setting up of a
- lending library for the villagers in the Spencer home. The Everyman
\vdlumes so popular in those days were made available. Thelventure was .
a failuré as no one tu;ned up to loan the books but Gilﬂert and
Stanley who labelled‘the books, had improved }heir spelling.
Mr. Sbenéer also dictated articles from the local neyséaper to the boys
to improve their Q;iting skills.i Thzs sketchy and incomplete education
'S. had nevertheless exposTd Spencer to the righness of the Bible, to
s’ . literature and mﬁsic in a free, unhampered setting. ‘His imagination
and his faith developed producing the religi&Ls visiqns which would-one
: y day méterialise into paintings. Spencer stored these mystical visions
in his«membry, and was to draw on them until h{s death. , They were an -
amalgam of Cookham village life and scenes from the Bible. Spencer was

to say of that period: N ’ ’ S

C

My feelings for things being holy were very
T ' strong at the time.> )

©

\
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Christ Preaching at Cookham Regaik; was painted in 1959, the year

of his death. . It is.;p accurate rendition of'an annual event which
_occurred in the village some fift} years in the past.

Stanley's childhood had been intensely happy. 1t endowed him
witﬁ.a sunny d?sposition. His poetic gifts and mystical leanings
coupled with this happiness, were to produce paintjngs full of joy ;nd 1
vitality. Even his latter erotic paintings which were §9meiimes)tinged
wifh scatologicai’connotasions, were at” heart inspired by a goodwill
toward the whoIe of é;eation. ‘ »

- Stanléy was of a very small stature. He had an éxtreme1§ sensitive

nature and often suffered from acute headaches as a child. He probably

felt overwhelmed by this large family, and particularly by the dominant

-

figure of his father. The father figure, sometimes identified with God,

sometimes with the Holy Ghost, frequently appéars in his painting,
particularly in the long unhappy period after the breakdown of his
" second marriage. The drawings done at the same period often contain
'/three figures, They are Stanley with;a female companion and a third
'figure of the Holy Ghost who, in Stanley's own words is the 'condoner'’
pr('approver' of the situation. The Holy Ghost appears as an older,
bearded figure, reminiscent of Willism Spencer, (pla£g~1, page 11).
The archetypal couple, so obviously inspired by his parents, is

perhaps the most recurrent element in Spencer's work. Whether they be

lovess, ‘as in Apple Gatherers (plate IV, page 26) or as God-the-Father

‘! -
and God-the-Son in Resurrection Cookham (plate VII, page 40), where

these two members of the Trinity are strangely portrayed as man and

wife, they reappear constantly in Spencer’s work. The family piayed

/

an enormous role in Spencer's i??e. As one of the younger children&




a

’
%

he remained deﬂendent on it for longer than;most. When at seventeen he
) ) had to travel to London to attend classes at the Sladé, he at firéf

needed to\be accompanied. He never spent a night away from home until

hé was twenty-one. éis-brothers.and sisters and his wife remaiﬁgd h}s

most importdnt friends. The relationships which occur in family life

*

became for Stanley Spencer the,podelsvof God's love. The tenderness of
family members for one another hinted to him of what love and union

between people would be after dqath.j
4

Cookham had been Spencer's first iove. He was later to get ' .

»

involved with other communities in his life, but he always retained a

special relationship with Cookham, 1its people and its landscapes. It

— meant home to Stanley, who was to remain homeless for so many years. He™

X\ J
- .eventually did return to Cookham to spend the last years of his 1life

there.

i
re

ifencer's §§mily‘fesemb1ed many other Victorian families, Though
accustomed to a simple style of life, even to hardships at times, the i
| |
g

artisanal families based in rural England were. unaffected by the poverty

‘and degradation offthe industrial towns. The Victorian era for the

)

well-to~do and for those in the villages who had a certain degree of
comfort, had been an era of domesticity. “The families were often large,

extended ones, and tended to include live-in. servants. (Stanley

n

rehembg;ed the maid and her room in their home. Fantasies connected ‘ -

>

with angelg conversing in that room were to be later portrayed in one

} . .
of his paintings). Education of the children often took place at home:
under the supervision of the Victorian f&her or mother. The pattern

—— of family-centered home life often produced eccentriec, creative and

‘ highly individualistic personalities. 1In the cultivated upper-class

famiiies, %e;igion had often been abandoned already in the éeneration . ;
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of the Spéncer paFent;f I;{hgd been replaced with intellectua; pursuits
such as éhe study of the arts or sciences. ﬁany of the Qrilliggt o
memberé'of Bloomgburxbwere products of suph aénost¥c Victorian families.
Spencér on the other’ hand, much as his later f;iend and colleague
Eric Gill, game from an aréféanal, rural background. Religion had been
one of thg‘most impqétant eleménts ;n their family education, in -fact
was part And parcel of their fgmily life. It remained later the primé
motive of théir art. Eric Gill was to become a sculptor and fouqde?'of
the Distributists - a Catholic, Socialist, back-to-the-land movement,

with an emphasis on the practisg of art ag craft. Spenéer would
similarly become a reliéiously motivated artist, a poe£ and a mystic; ‘ggi
who drew inspiration from his childhood visions throughout his life.

So the Victorian patterns of family life which were soon to
disappear had played an important role in shaping Spencer the believer.
Though he lacked the sophisticétion and erudition of his upper class
contemporaries, he had new eless absorbed elements of the religious
and literary culture of hijs day. Some feel that the village and small
town liée which he portrgyed suffered from the limitations of par;
ochialiém. Yet Spencer had been able td find Ehe'holy in the ordinaryl
His family traditioﬁ had provided him with a religious_faith and a joy

8o sadly lécking.in his more sophisticated contemporaries. Spencer had

seen Par§dise,in Cookham,  much as another mystié, Samuel Plamer, had
7/

/4’§Eeh“£f in his beloved Shoreham. Spencer's roots, modest as they may

appear to us today, had put him in touch with -the Christian roots of

> the European iradition. ' . B,
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I now believe in nothing to bﬁt it shortly;
but I do not the less believe in morality

»
|
R
2 -
- “’
- . v

I mean to live and die

Leslié‘Stephen
(Virginia Woolfe's father)

...the Will that determined, face to face
withAts needs, the direction for the modern:
world, has reared up the steel trees where
the green ones were lacking; has exploded in
useful growths, and found wilder intricacies

Wyndham,ﬁewis7
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Chapter II. PRELUDE TO THE WAR OF 1914 -,

-
J

It was in 1909 ‘that Stanley Speéncer went to London to attend art
classes at The Slade, the leading art school of the day. At the time,

the English art scene was undergoing the most significant transforma-

* ‘tions of its history. .

- -

Whistler (1834-1903) had revolutionised Victoriar-painting by
fréeing it of anecdote and by emphasizing such formal aspécts as colour

and composition for their own sake. Later, Sickert. (1860-1942), a

»

disciple of Whistler adopted the loose brushstroke, the lightened

palette and the spontaneous composition of the Impressionists. He
spent long periods in France and had inspired admiration for Degas
among his disciples in England. . But at’ the age of fifty when Cezanne

and "the Post-Impressionists were being shown in London for the first

a

time, Sickert did not belong‘toithe admirers. T

In 1910, .Roger Fry, avant-garde critic and painter, organised a L

* :

" 'scandalous' exhibition. It was held at the Grafton Galleries and was
entitled 'Manet and thé Pogt-Impressionists'. Gauguin as well as

- Cezanne} Picasso, Matigse, Renoir and other painférs of the Paris
school, were represented. These artists were being shown for the first
time in énglandland they caused a stir.

™~ But other even more radical occurrences had been accompanying the

. - 4o

! qﬁi;éc\Post-Impressionist Exhibition of 1910. Since 1904, Kandinsky, who

was gradually moving towards complete abstraction, had been regularly

showing his work at the Lpndon Allied Artists Salon. Exhibitions of
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Severini, a leading Italian Futﬁrist; as well as\Exhibitions from
; o
Germany and Russia followed in 1913. Marinettil was asked to speak at e
R 7

the renowned dinner in the Restaurant Florence in Loption, where he !

»

recited in a most dramatic manner a poem about the siege of Adrianoplé:

v

Wyndham Lewis and friends were present at the dinner. The impact gf

»

Severini's exhibition and of Marinetti's sheer animal vitality was

enormous on the young English artists. It was eventually to crystallise

’

into a programme and even a movement under the dynamic leadership of

Wyndham Lewis. At first, however, the sympathisers of this fevolution—

-

‘ary mood seemed to merge with the geheral modernising tendencies which

wére’rife in the aftermath of the Post-Impressionist exhibition.

Fry organised a second Post~Impressionist exhibition in the autumm
of 1912, which included ai English section showing among others, work by
Duncan Grant, Wyndham Lewis, Henry Lamb, Vanessa Bell and others, Eric/
Gill; the sculptor and grapﬁ!c értist and future friend gf Speﬂcer's
was also one of the pS(ticipants in this exhibition. While 1e;t;ring

at The Slade, no doubt on the Paris échool, Fry had spottédd Spencer's

student work entitled John Donne Arriving in Heaven. He admired it and

included it as the only student work.in the second Post—Imprégsionist
exhibition.

By 1914 tﬁe change in the London art world was evident, Artists
had begun to assimilate the tendencies pouring in from abroad with
Iwhich they had been bombarded since 1900. They began to split up intg
groups according to ideological and temperamental tendencies, &he

Exhibition of the Camden Town Group and Others, from December 1913 to

January 1914, brdught the different factions of innovative painters

' |
together, but the unity was i1llusory. In fact there were two distinct\

- ! i |

TN gy
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-the Omega Workshops, an atelier where artists worked as decorators,

Maynard Keymes, the renowned economist, and Toby Leslie, brother to : 'ﬁ

group's esthetic tastes and theories. Fry was older than the original

' \\f’ ) . S 16 ]

v

tendencies, one springing from influences due to the French school, and

the other insbired by the Italian Futurists, J

So it was due to the initiative and enthusiasm of Roger Fry that

London was exposed to the Paris school in the few years before the |

T T 8

First World War. He was also instrumentaz/iﬁ introducing and

e&p}aining Cezanne in the years when the London' public and the London
iy ' -

art world were totally unprepared for it. He was also the founder of

PR S S

. ' R B .
furniture and text}le_dégigners which enabled them to survive while they -

\did their own experimental work on the side. o

It is worth mentioning ﬁere that from 1910 Fry was an active and )
influential mémber of 'a group 'of friends that met regu}érly fnvﬁhe home
of Virginia, Vanessa, and Adrian Stephen, in Fitzroy Square, London.

The group had originated in Trinity College Cambridge in 1899, at a timg,

c ,
of extreme philosophical brilliance. McTaggart, Bertrand Russell, ’ : A
Whitehead and G.E. Mooré were al%hféllows of Trinity. Some of them had

been members of a semi-secret Cambridge society called the Apostles.

Their discussions bore on literary, philosophical, and social questions.

~

¥
Viiginia Woolfe, were some of the original members. In 1904, the group

began to meet in London. Thoby died tragically in 1906. By then e

Vanessa Stephen had married the art critic Clive Bell and the group had -
; ;

enlarged to contain some artists and art critics. However, it remained - ,

4
"

primarily.an intellectual and liﬁerary milieu. When Roger Fry became

acquainted with them in 1910, he had unprecedented influence on the ¢

Cambridge based group, and had a totally different intellectual back-

ground. He had never been a disciple of G.E. Moore and his background - ‘
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Victorian mores. Lytton Strachey, one of the group, 'had published a

®
\
i

. 17
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hﬁd been Solidl( Quaker which was to have a profound influence on his

!

thinking. ‘\« )

Fry's friends were predominantly upper-class, if bohemian and

unorthodox in style. They were highly sophisticated, erudite, brilliant.

~

They ‘thought of themselves as liberal, tolerant and curious. The

[

l.‘, INSIE FENICTR SURSPLI NI TR N w‘%’

—
AT

virtues they valued most were intellectual honesty and objectivity.

4 e 1B,

Their attitudes, were iconoclastic with regard to the hypocritical
Ve

book cailed Eminent Victorians in 1915, which caused a stir because it P .

;featéd some of the most\revered Victorian figures like Cardinal .

Manning, General Gordoﬁ, Florence Nightingale and Thomas Arnold ag

4

personalities with flaws rather than hefoes. Some of the most respected

-

" English intellectuals and men and women of letters of the epdch such as

Mayrard Keynes, Virginia Woolfe, and E.M. Forster were members of the

Bloomsbufy group. Among the painﬁers and art critics we can note, !
n ~ . _
Duncan Grant, Vanessa Bell, Roger Fry, Dora Carrington, Clive Bell, most

of whom participated in the Omega Wbrksﬁ;;;.

»
=  Because of the liveliness of the London scene, artists were at-

.
—

tracted to it from other‘countries and even continents. Ezra Pound, a
young and talented poet from New York, came to live in London in 1908, !

and so did the sculptor Jacob Epstein. Henri Gaudier—Brzeska,/apgther -
‘ . - .
sculptor, came from Paris. Pound coined a new word, 'the vortex',

which was picked up by Wyndham Lewis. For Pound it meant a central

magnetic fiéld, towards which the innovative ideas of the day were

\

gyrating. The industrial connotations were obvious. In the meantime,
P LN

Wyndham Lewis had left the Omega Workshops with a bang on account of

ééme misunderstanding with Roger Fry. They were to become enemies for




18

"5‘ ‘ . - . - )
. > ) . i

o life. Lewis, excited by the presence of the Italian Futurists in . '

A 'g", . ) . . — P
London decidéd to form his own milieu, He founded the Vorticists, and o ‘,j

2

[ -

inspired a doctrine which_ resembled the Italian Futurists revolutiﬁnary

theorieé, but whichﬁprided itself on being distinctively EnglishL The
Vorticists hoped to change not o;ly art,.but society. fhey were t;mpted
R by aﬂstraction and placed an emﬁhasis on "the puréfy forﬁal‘aspgét; of
. ‘z}‘ art, but they-ﬁever totally abandoned figuratign. They pfpduced hégd—

. i . , .
edged paintings with fynamic diagonal compositions, where basic colodfs

.

-

. - ; predominated.’ The Vorticist pictorial theory was ‘an inconsistent as the

" e T

o painting tended to be uniform. The work of the Vorticists was an

amalgam of the static ideas of cubism and the kinetic dynamism of the
.. . ,

Futurists. A few talen}ed painters like Bomberg participated in the
\ ! '
Vorticists shows without entirely subscribing to their theories. Lewis

" hoped to distaﬁce his movement from'whét he called the 'insipid domestic

. , ' ‘ , - e
- 4 scenes' of the Paris®school which he considered outdated in- 1914, He
was also alien to the Futurist preoccupations with time and movement.

*

He was hoping that the Vorticists would develap a status of their own .

4

A ) N
C) ’ as a genuine English school. The Rebel Workshop rivalling Fry's Omega -

was ‘set up. A few months after the outbreak of hostilities, the

4

| .
{ ’ Vorticists published a Manifesto, and an art journal called Blast.

‘ The feverish acEivity of Wyndham Lewis, painter, editor and oxganiser

+

subsided only when some of the artists were;called to arms. Some Were
.killed at the front, and the impetus behind the movement could not bg

regained. Lewis tried to resuscitate Blast after the war, hut his
« * - %
attempts were unsuccessful and by 1920 the Vorticist movement had died.
. Vorticism had been keen to cut all ties with the past amd with \
]

tradition. It left a hody of work characterised by 1ts energy, its lack .

; . of meditative qualities, and its angular forms inspired by an industrial

~n

.
N )
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’ \:fge. It is relévant to this study in that 1t set the stage for post .-
s

\

.

. \ ’

war British art and helped to break the links with the values of the

1
Victorian era. - ’ \
<

Though Bloomsbury was primafily“a literary and intellectual o
movement consisting of quite disparate individuals, it_nevertheléss

reprgsente& a/particular stance which valued sensibility and reason

, e
above all other qualities.

These two movements are in no way comparable.‘ Bloomsbury was

primarily a literary mdvem%pt. The artists. and cri;ici éssociated_with

’ . -

it did:how%ger play the important role of preparing public opinion in

‘Britain for the advent of abstraction in art. The Vorticists on the

3

other hand were primarily artists. Thgy, like similar groups in

4
/

Germany, Italy and Russia at the time, had a militdnt programme

.

advocating mqn‘sfmastery of ‘the universe by means of technology. ‘For

- M‘ . '_
them and for others however, the spgll of the machiqg‘was sson to be

breken, by.the éﬁsurdity;and destruction resulting from the first World
' e > * .
War. . ) ;

As a student at' The Slade in those years, the young épeﬁcer was

. aware of the prevalent artistic trends but hé never actively participated

. ' ] -
in any movements. He profited. from the exposure to the European schools
« A ' .
being shown in London, as is evident in his simplified forms and his use
5 ]

of'distortionf He had definiteiy absorped the contemporary Lgssoné con-

s

cerning the power of abstract form and line. But‘his'early paintings

{
suffused with intimacy anﬁ mystery had nothing in common with the .

-

Vorticist vision. -7 4 ' “\

¥
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And did those feet in a.;x‘c\:ient time
. Walk upon Bngland's mountains green?
- And was the holy L of God

: On England's pleasant pastureg seen?

And did the countenance divine

Shine forth upon our clouded hills?

And was Jerusalem builded here

Among those dark satanic mills? o

Bring me my bow of burning gold!.

Bring me my arrows of desire!

Bring me my spear! O clouds unfold!
- Bring me my charriot of fire!

"I will not cease from mental fight, -
# Nor shall my sword sleep in my hand,
Till we have built Jerusalem
< : ‘In England's green and pleasant land. |

#

William Blake, 1757 -

(Y4

- -
.
.
;
F
.,,& A

i

P EPRROPT - TIPSR




YN

A}

'

<

s s T s i T T gL e e

I

|

|

Chapter I1I. Early Paintings

1909 - 1927

-,

While at The Sladé, Spencer had E;come aware of the art of the

[}

early Ifalian Renaissance. He studied Giptto, Masaccio, Fra Angélico;
and Piero della Francesca. Always in a hurry to leave London for

Cookham, he preferred to look at them in reproduction rather tham to

. \

see them at the National Gallery in London. So he carried around with
him the Sheap edition of Renaissance masters from the Gowan's Grey
series, which were popular at the time. He .primarifiy admired the

religious mural painters, undoubtedly in prepara on for his owp

a [}

enormous Résurrections. T .

While in service in Macedonia, Spencer also carried around these

»

cheap pocket editiomns and, agcording‘to his brothér GilPert, the \
painters who weré particularly ﬁe;ningful to him ;t the time were
Duccio, Ghiberti, Donatello, Pisanello, Sassetta, Botticeili,
Giorgionme, ﬁaphael,ﬂTintoretto, and C%aude Lorrain.

. At The Slade, Spencer was iearnihg to draw from the cast and the
model. He claims not to h%:e painted more than three hours during the
ﬁé;i;d of three'§eafé study at the school./ However, at home, where he
was 'still sﬂafing a room with his bother Gilbert he painted regularly.

His very first \paintings Two Girls in a ﬁeehive, and the Fairy on aﬁ'

§ . . -
Water-Lily Leaf\bosh.pf 1910, and Paradigse of 1911, were pen and ink

‘ 1]
washes, and have the delicacy and linear qualities of some of the Pre-

s Raphaelite paintings, for instance Rosetti's Ecce Ancilla Domini;

9
“
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Ecce Ancilla Domini
oil, 25 5/8" by 16 1/2"
the Tate Gallery, London
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ZACHARIAS AND ELISABETH, 1912

oil, 60" by 60" ‘
collection Mrs. Mary Bone
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platg/II page 23 with which he wag undoubtedly familiar if only from

reproduction. ’ »

4
i
}{
§
;
i

In 1911 he painted John Donne Arriving: in Heaven, the painting

‘ spotted by Ery in 1912 and inserted as the only student work in the

Bh Ak 2

'Second Post-Impressionist Exhibition with the works of such masters as

B

-

Py

‘Cezanne, Matisse, Picasso, Bonnard, Marchand and others. This painting

2l

.. in oils has a thick impasto and the figures in it are simplifi?d into
geometric shapes reminiscent of cubist work. "He was to repeat the
simplification of forms in some of his later work suéh as in ﬁhe -

Saint Veronica Unmasking Christ of 1921. Spencer, however, was no‘

admirer of Cezanne. Tonks, his drawing ﬁaster, taught that form should

be rendered by means of light and shade, and d}sappfoved of the admir-
AY
ation for Cezanne sq prevalent at the time in the art school. Spencer

: ' . e
dissociated himself from Clive Bell's statement concerriing Cezanne's
strong influence on all the painters exhibiting in the Second Post-
Impressionist Exhibition. :

Spencer was ﬁarticularly prolific during his last year at The

Sladé. He continued to paint at home after school hours but he brought’

these paintings to The Slade for appraisal. He receilved serious

recognition and won two prizef. He thus felt encouraged in his persoﬁal
religious vision which waSntﬁe subject of his paintings. e producéd o~
some of his most beautiful w;rk that year. Among\them werp Zacharias

|
and Elisabeth, plate III page 23, the Nativity, which won a Slade

prize, Joachim and the Shepherds, and Apple Gatherers, plate 1V

N page 26, which in turn won him the fourth year Slade prize| The _j

drawing master, Tonks, was tb say of Spencer;




‘h——_-—_.____;‘..\.._.-_‘-;4;.; o

He has shown signs of-having the most original
mind of anyone we have had at the Slade, and
he combines this with greét powers of
draughtsmanship.8

\

S

Both the Zacharias and Elisabeth and the Nativity have a haunting

quali}y\which suggeét visions or dreams. fhey have clarity and unity
of emotion. The same is true of many of Spencer's other paintings of >
that period. His childhood vision was still at its strongest. The

beautiful sense of space, the mood of the landscapes, the faces which

stare into eterﬁity, combined to create comtemplative poems of great .
force. The stiliness in the paintings is awesome. Sir John Rothenstein -
compares the Spencer of that period with Glotto. The paintings seem
to me to be more reminiscent of Gauguin.\-As in Gauguin, some of the
s;mplicity verges on the primitive. 'Through fo%m, liﬁe, and colour,
Spencer, like Gauguin, is ablg to express powerful mood and emotion.

Spencer left The Slade in 1912. It is in this year that he -

painted the previously mentioned Apple Gatherers. This is not a

religious painting, although one can perhaps discern Paradise or the
Garden of Eden. Even though not a large painting it presages Stanley's o
potential as a mural painter because of its monumental quality: The

two main figurgs in the center of the painting are much larger than-the

su}rounding male and female youths. The archetypal Adam and Eve have

intertwined hands, the main axis around which the picture is organised.
. & '

3

. The scene takes place in an orchard, in fact it represents apple picking

in Cookham. There are baskets of fruit suggesfing,abundance. The -
interesting disproportion between the two main figures and the others
as well as the repetition of the youth figures standing one behind ths
other like the chorus AE a Greek tragedy gives the impression of some

(\,{
momentous ritual taking place. Unlike the previous more esoteric

.
-
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Plate V. The Visitation, 1913 . ;

—

oil, 233" by 233" . - A

'
. s

Collection James Wood Esq. K .
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paintings, Apple Gatherers has an earthy, realistic quality to it., Its
q
|
dominating couple with entwined hands, the apple orchard which brings to

. mind ﬁaradise, and the rich impasto with which it is painted, sugéest a
celebration of sexual love. But like all symbolic paintings it leaves
us with a host of other associations. We can clearly see the influence
of Gauguin both in the colour and the composition. Spencer like
Gaug;in, focugses on his main figures at close range. Gaug&in often / S
uses this device to lead us into the mysterious univerge he is
portraying. : ' " .

” Spencer continued to live at home, but because he found that there
was not enough room for him to paint <in the bedroom where he slept with
Gilbert his younger brother, he moved his canvasses to the barn at Ovey's
Farm across the roaﬁ‘from his parents' house. Now he could remain un-

&
disturbed all day, and he could at last paint on a large scale. In 1912,

' the same year, he also sketched a self- rtrait of extraordinary power,

which he was to make into a paiﬂﬂing the nex% year. It is a portrait of
great painterly accomplishment,\reminding us of the work of seventeenth
century Dutch masters. Unlike the religious symbolic work tHat he had
done previously, this portrait inaugurates anothe; catego%y of Spencer's
work, that of reglism. Spencer painted in two manners throughout his
life. On the ome hand he produced sy;%Qlic, often religious paintings, //' ,
on the other, he looked closely at nature, and reproduced what'he saw
with amazing fideiity to,det;il. John Bratby, the Engiish painter who
;tudied at The Slade when Spencer was at the height of his fame, talks

about Spencer, the realist:

Spencer's non-imaginative work springs giom some
of the same ambitions in painting that motivated :
the 16th and 1J/th century Dutch still-life and

C e woem
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hostilities in 1914.

quite a while.

further religious themes based in Cookham as before.

because it was commissioned by the War Artists Scheme.

feared that he had lost the intensity of his vision.

¥ A
genre painters. He efther savw and was lmpressed
by those painters, or encountered the work of
the 18th century or 19th century painters
deriving from them. He was no Post-Impressionist
or Expressionist. His non-imaginative works were
enthusiastic statements of realism, and cele-
brations of intricated detail. Like .the Dutch,
he observed them with intimacy and he seemed to
study the details of his visual material with a

‘magnifying glass. To relate him to Holbein is

revealing. He said that when he painted or drew
a face, he liked to feel he was a fly crawling
all over it... Spencer's self-portrait of 1913
could have been done centuries ago.? .

] N ¢

private to the front in Macedonia. He was deeply affected by the war

~

macedonia.

La

that aad struck him during the war, but he had to get the Cockham

religious paintings became progressively more crowded and busy.

?

This period of intense work was interrupted by the outbreak of
Stanley was deeply disturbed by the advent of the
war, and felt that he hadkﬁo volunteer. He %erved first as an orderly

in a Bristol Hospital and later was transferred at his own request as a

[}

an& changed by 1it. However this did not register in his paintings fo;
When the war was over, he returned hope and continued
the unfinished work he had left behind, as though nothing had occurred.’
He finished Swan Upping which he had begun in 1914, and went on to
Travoys, plate VI
page 31 was the only direct pictur% of the warlwhich he did at the(time,

It represents the

2

wounded being driven on horse-drawn carts to a dressing Station in
In the twenties, Spencer was doing squared up sketches of scenes

visions out of his system before he was ready to get on with them. His

dpencer

About 1923 he

a8 h
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When I left the Slade and went back to Cookham

I entered a kind of earthly paradise.

Everything seemed fresh and to belong to the
morning. My ideas were beginning to unfold

in fine order when zlong came the war and smashed
everything. When I came home the divine sequence
had gone. I just opened a shutter in my side and
out rushed my pictures anyhow. Nothing was ever
the same again. .

.
A
| .

Spencer finally movéd away from home'where he was condtantf& being
disturbed and could not work consistemtly. BHe lived in London\with:
ftiends and patrons. His group of friends had widemed. In the R .
twenties he met the family of his wife to be. He courted her aﬁgl .
became engaged. He broke the engagement se;eral times. He finally ‘ :
married Hilda Carline in 1925. In the same year his daughter Shirin
was borﬂ. His reiationship with Hildé was to remain one of the most
powerful influenceé in Stanley's 1life. It lasted beyond his divorce,
b:yond Hilda's mental illness and death, and later to;k the form of ao
one-way}ﬁorrggpondencé ungil his own death in 1959.

Hi; fi;st love had been Cookham. He had had to exorcise it

. @ )
before he was ready to move on to express his wat experiences, and

open himself to adult relationships. Resurrection Cookham plate VII,

pggé 40 done in 1927 shortly after his marriﬁ%e‘to Hilda, presaged a.
. 3 A
whgle new period for Stanley. This enormous canvas portraying the

~
Resurrection of the dead in the cemétery of the Anglican Church that
Stanley attended as a child, was toibe the apotheosis of his early

mystical vision, but it was also like Apple Gatherers, a celebration

of sexual love. His marriage to Hilda at the age of 34, marked the o
endAPf Spencer the primitive. He wquld now move 'to a new stage, both

in the mastery of his medium, and in the subject of his preoccupations.

He wrote of this period;
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vision. Even though Spencer fedred that ‘he was losing his mystical

A

To me there are two joys, th& joy of innocence
and religiousness, and the joys of change and:

~ + sexual experience and while these selvps seem E -
unrelated and irreconcilable, still I am con- . !
vinced of their ultimate union.ll '

- = - . .y Iy

Spencer was :E\ﬁtruggle to achieve integration between his feligious
and his sexual self for many yehrs.‘“Hennever-gave up this struggle \
;nd achieved some form of integration in his later years..

Many hold that Spencer's best work was done before the:war. Sir

v

John Rothenste}n among others has a very high opinion of Spencer's,
, ‘ 5 . - l s

early work: - ’ Jf

\ g .
" The time between departure from The Slade
1912, and his enlistment three years later in . .
the Royal y medical corps, was beyond f ) .
comparison the most intensely creative period ) - o
of his life. During those three years, he Z
. made a number of paintings and drawings whi
although of varying quality, manifest an |
exalted spirituality rarely found outside the
great periods of religious art.

h,

o

§

Some of Spencer's post-war paintings had the same simplicity as

the ones done in the éarfy period and the same infensity of'ﬁystical ? ' :

poyers\he continued to produce such masterpiecgs as the Last Supper”
/ - '

(Plate XXXI, page 86) of 1920, Veronica Unmasking Christ of 1921,

.

.“and others which ranked with Zacharias and Elisabeth (Plate III,

V..

page 23) of the pre-war period. In fact I have chosen to close this y 4

perigg of so-called Early Paintingg not with the war but with his

mural Resurrection Cookham doge in 1927 which seems to have been a

l Q [ \
water-shed in Spencer's life,. . _(/ '

We can trace all kinds of influence ih Spencer's early work. Some

4




of the paintings bear the mark of a primitive, painter. The upper
P ,

.

landscape of Swan nging, for instance, strangely resembleé the one

. [

.~ in the paintihg War by the Douanier’Rousseau. The cybist . ¢
-~ . » Q\ )
simﬁlifications{viéible in Vorticist figure pa;nting, occur in P
. J"‘ ‘e
¢ Johm Donne Arriving in Heaven, 'as well as in other Spencer paintings "

\‘ R ’ ) 3 { B -
of that period. As previously mentioned, some of the work couyg be -

- . iy . e '
- - classed as Symbolist. None of these labels really encapsulate the

f .

L Qﬁ “ /whoie of Spencer. Though not unaware of the tendencies of his day, he

- \

remained true to his own personal vision which was moge powerful.than
. 4 F . B

- "
Vi

' the ‘impact of the schools and movements' prevalent at the time.
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. - When I left the Slade and went back to_Cookham, )
- I entered a kind of earthly paradise,12 J )
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. Christian faith stands or falls with the evidence
o of Jesus' resurrection, ‘without which there is no
content to Christian preaching or even to faith. s
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Chapter IV. AN EARTHLY PARADISE
\

.

* Four times in his life, Spencer took up the“ipe%e of Resurrection.

v d

' /
In 1914 just before leaving for the army, Spencer painted the

Resurrection of qud and Bad, a diptych of rather small diq:l.ons,

which is nOW‘lOSt. Between 1923 and 1927 he painted the enormous

Resurrection Cookham,-a 9' by 18' mural, now at the Tate gallery. Be-

tween 1928 and 1932 he painted Resurrection Burghclere, representing

" scenes from the first World War. The final Resurrection painted between

f o

1945vand 1950 was painted right after the Second World War and was

called the Resurrection Port Glasgow, after the place where it had been
| l N
painted.
//~f\Except in the case of the first Resurrection the paintings are
1
done on an enormous scale, indicating the importance of this theme in
ll T !

Spencer's scheme of things. He came back to the resurrec%ion theme in

—
moments of strain or anguish in his life, as though the.idea of
It

- - -

Resurrection would reassure hiﬁ. He would plan a Resurrection when
loneliness was too unbearable, when all was shifting around him, when
he was not sure he could‘cope with his own life. He said of the

Burghclere Resurrection: ' '

‘ There is a wish in me, as I remember the .
composing of this, to draw near and to love
those things which in thiks life may have seemed
awesome...like Bunyan looking back at all the
fearsome objects after he had,passed through /
the valley of the Shadow of Death. And so love
casts out fear and stakes its claims on things
previously dreaded.l4

B

A




SO T W D I e

‘

1. The Resurréction of Good and ﬁad.

-

All experience for Spencer seemed related to the religious.‘iﬁheq
faced with war a;d with leaving home and England for the first time:in
his life, he painted his first Resurrection. He was ‘24 and juét nequ'
out of The Slade. He was struggling witﬁ.the idea of joining tﬁe army,
which he considered his duty, but which he feared. He‘also feared
leaving home, and the soldier's life wigh its rigours and dangers. He
had been complaining to his brot@efvthat he could no 1onge£;work at his
painting on account of the strain, ;nd yet he set about pajinting a
small diptycﬁ.reﬁresenting'the R;surrection of Good aﬁd.Bad. The shapé

-

of the two canvasses was suggested by the shape of the chancel arch in

[y

the Anglican Church in Cookham that Spencer had attended as a boy. He

wrote his brother while painting them;

. /

. I am giving the bad ones a nasty time. I made
the earth on their backs a lot thicker teday. -
As to the one down in the bottom right-hand
corner, he can't budge; I have got him |, , . ~
absolutely set. I feel like God, when I look - .
at him peeping out of a nasty gash in the
ground. In the Good ones coming out, there is
an oldish man with a purple cape. His hands
are feebly placed on either side of the split-
open grave, out of which he has come half-way.
He has kind of mutton-chops but looks all  the
better for it.l3 ]

PO

Ume
»

Spencer sounds like a child rearranging pi toys., The paintings
are ‘also childish, strange and awkward, as in a dream or vision. 1In
hi; self-portrait, done three yearé before, Spencer clearly demonstrated
his excellent draughtsmanship agd painterly capacity; the disto;tion
present in his imaginary work, is part and parcel of the powerful -

composition which expresses the vision. In this particular case, a®

diagonal cuts the painting in half,’ and adds tb the ominous effect

e

ot AT




suggested by the'fixed stare of the human beinéglwho are rising out of
I‘ gashes fréé,ﬁﬁ% grdund.' The figures lack anatomical precision. Their
- gshapes are dg;ermined rather by a c%rtain cohesiveness required by the
composition. The gashes in the ground resemble lips or vaginas. Was
Spenger avare of the sexual connotations in this painting? The
s?mbolism heresis complex and not immediately comprehensible. It
englobesxboth'religious experience as well as other aspects of life.
Resurrection for Spencer was related to a repewal of life, ;nd
this i1dea was to become more clearly expressed in his later murals.
This first resurrection is naive. It does not have the monumentality
of - the later ones. Spencer deals here, with the idea of the Final
Judéegent, and as in t;aditiona Ch;istian iconography, he makes® a ’
distinction between the Good and the Bad. In fact he did not like to
consider Evil or Puni:Lment. "He was later to avoid the distinction
between Good and Evil.altogether. As he matured in his faith, this
évoidance was not a running from an uncomfortable idea, but rather a
deep understanding of the Christian idea of foreéiveness. In his
later paintings of the’ Resurrection, Spencer alsoAavoids the distinction
between the Living and the Dead,. and another éent?al idea.of Spencer's

7

theology comes to the fére, that of the unity of all creation.

II. Resurrection Cookham

Y

The second time that Spencer began thinking about painting a
Resurrection was at another moment of indecision for him./ He was

contemplating marriage to Hilda Carline, but could not mi%e up his mind

t

definitively one way or another.

When I decided not to marry her, I was
immddiately tortured with longings to marry

her, and...when I had decided to marry her, -
I began wondering whether I loved her.16

-
s !




38

e by T

-~ ]

~

3,

e -

At the tt;é Spencer had started making plans for a Memorial’Chapel *

-

which would contain his paintings commemorating the war he had wit-
nessed in Macedonia. He had done many drawings of his memories and he
had a vision of a Church built along the lines of Giotto'é Padua chapel. o

’ ' ' v
Friends. of Spencer, the Behrends became enthusiastic patrons after

R AR R st w e
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3
1

having seen the mocked-up sketches he had dome, but there were still

&

many difficulties with finding a piece of land and finally with the

building itself. The delay in the building and the inaecision concern~
ing his marriage, caused.Spéhcer considerable tension. It was at that L

moment that he began painting Resurrection Cookham, an enormous canvas \ 4

wvhich he set up in a studio, loaned to him by his friend Henry Lamb. ’
| Friends had to slip through a crack in the 300r, as the canvas stretched
/) ) i beyond the door\frame. Spencer had to climb onto a box placed on a‘table
\ to paint the upper reaches of the canvas. The size was of great import-
{ ance to Stanley. At the Slade he had admired the Early Renaissance
-, ' masters. He now wanted to give his resurrectiPn an epic dimension. In
the upper left hand corner of the enormous canvas is a -small 1andséépe.
~ It is the portrayal of,the river Thames, which Stanley remembered
flowing beside the Cookham Ahglican Church of his childhood. 1In that
- particular spo:, the Thames is just a small stream, and the landscape in
question has a feeling of childlike i#timacy, but it also evokes other

l
landscapes. Is it by any chance the §tyx, from Dante's Inferno? 1Is

" the boat on it carrying the dead across the river of life? -

At the time of painting Resurreclicn Cookham, Spencer was thirty-
|

. three years of age. This canvas was f%r him an attempt at reéurrecting

v

° the visionary intensity:which he had before the first World War and / l
)
which he felt he was losing. It ak?o heralded a belated maturity, a /

; joyful anticipation of sexual love as he was contemplating marriage to
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Hilda. One aspect of this sensual love was the celebration of the

sense of touch about which he writes in a letter .o Hilda;

»

...as I.talked with Sydney, I began to realise

much mor® the idea about touching. I realised
! . that the touching of each other must be done in
the same way as leaves are touched or pieces of
rock. After they had gone, I did fairly
elaborate drawings of the touching idea. On the
'tablés' of| earth, so to speak, in between each
slit, there| are different objects. The first is
touching a big plant and alsoan arm of the
person in the slit opposite. The next person is
feeling something soft and feathery; it may be a
bird or an 3nimal. In the middle slit the nearest
person is pressing his hand into a piece of clay
and his other hand on the next table 1s running
sand onto a |conical pile of sandy earth that
another perspon in the'right hand slit has made
for the purg se of making and enjoying a hole in
the earth;l

9]

%

, / TN

. Resurrection Cookham was a celebration of 1life, of love and of

sexual love in particular. The catalyst had been the religious idea of
the Resurrection, but it carried other wider meanings such as renewal,

the fulness of life, and references to an earthly paradise.

3 .

In Resurr?ction qukham Spencer is not yet master of the enormous
surface. The beautiful |details do not fit well together. The éz;es of
the tombs and figures are not consistent, The figures aré\poor. But
the individual scenes arg arresting. The river scene mentioned above
or the.extraoréinary ivy+covered tomb with the sunlit brick wall, o;
the three Blake—iike figures in another tomb held by their long hair by
another figure ip the background, are unique Spencerian 1mz;ges. In
this mural we also glimpse his extraordinary sensitivity to nature,
Landscape and flovers, bughee and grass are touchingly and pain~-.

' stakinglf painted. It is |indeed an earthly paradise that Spencer is

. commemorating.
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At the exhibition in 1927, at which Resurggetion Cookham was

i . !
being shown Spencer attracted much attention, and this painting was

purchased by the director of the Tate gallery, John Rothénstein.
) P

«

III. Burghclere Memorial Chapel

Even before this exhibition, Spencer had set about his first can-

vas for the Chapel which’would become the Burghclere series. It was

R , R
s ehd iR ot B R T S i B S AN e Pnziitemdn. Sl

called 'scrubbing floors', and was a memory from the Bristol Hospital

ot

in England where he had been an orderly. Spencer had made sketches for

the chapel paintings for many yeafs now. As soon as he had painted

! 'scrubbing floors', a new %low of creativity related to his war

experiences was feleased.
Spencer had planned the pro;ortions ana lay~out of the Chapel him-

‘ gélf. He would ‘only be satisfied with very definite specifications
which were based on Giotto's Arema Chapel. Before patrons for it were ~
found, Spencer called it his 'chapel 1ﬁ*fﬁé“éi;ﬁ; Later the Fhapel Qﬁs
actually built according to Stanléy's specifications under the
-enthusiastic patronage of the Behrends his friends, later his enthusiastic
patrons. It was located in Newbury, Berkshire, and &as to Eé dedicated
to the/memory of Mrs. Behrend's brother who had died in Salonika during
the war, while on active servicg.

The Burghclere Chapel 1s.a small one. Its East wall vhich frames

the altar, and faces the viewer upon entrance, is 21' by 173'. Here
Spencer combines memories from the Beaufort Hospital in Bristol, where
he was orderly.at the beginning of the war, and scenes froy/ﬁacedonia.
Ablutiong {scldiers washing themsclves ﬁear some sinks)’:eminds us cf

- Renaissance fresco painting. The Great Flood figures from the Sistine

: - #
Chapel ceiling by Michelangelo come to mind. The subtlety of the

J . . . ] "
| j”/ ‘ | '
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fleshtones and the relationship between the figures is reminiscent of
Michelangelo, but the painting is unmistakeably modern, naive, simple.
It lacks the grace and idealisation of Renalssance art.

The outdoor dcenes &epicting life at camp which span the length of

‘the two side walls are infinitely more successful compositions than
| ,

. Resurrection Cookham. The landscape recedes into the distance in both

cases as‘in traditional fresco painting,‘and'the scene is layed out
before us in full splendour. The painting is enormous but the detail
‘is well subordinated to the whole. %pencer has created a spgéific
somber mood which evokes the Middle Eastern landscape to perfection.
BeIOW‘the’upper iarge murals spanning the whole length of the side
walls, thére are smaller panels. The range between the bé;t and the
po&rest of these is astounding. Buréhcl%re took six years to complete,
and in those six years Spencer had taken great steps in mural painting.

In such panels as Scrubbing Floors, or Kit-Bags, the composition4and

subtlety of colour is striking but the anatomical drawing is weak, the

bodies often baglike, the hands and feet clumsy. In Ablutions, on the

-
'

other hand, the composition of superimposed bodies is superb, and the

anatomical detgil faultless.

However the masterpiéce in Burghclere Chapel is without doubt the

Resurrection of Soldiers, which spreads over the whole East wall. The

colour is sombre brown, black, and sepia, as though it was dusk and a
storp was threateﬁing. We see the distant hills of Macedonia at the
very top of the painting, silhouetted against the sky. The picture
though sombre is meditative and peaceful:in mood. TheyMacedonian )
landscape which strgtches out before us, is strewn with white crosses

which diminish in size as ﬁgzy recede into the distance. The soldters

="
are involved (i‘every—day activities such as rolling their leg bandages,

[ —
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. extricating themselves from barbed wire, or shaking hands with their

comrades in sign of peace. The activity is not feverish, it gives the
impression of slow motion, and "this is achieved by the meditative
colour, and the white crosses which though often at a diagonal, pin down
the composition and make it static. There are enormous white and black
mules in the very centre of the mural, which play an impbrt;;; part in
the composition because they focus our eye on the Christ above. Though
tiny, we can hardly distinguish his features. He is the very centrg,/

the very lynch-pin of the mural. The white crosses which dominate 'the-

_-otherwise dark compoéition bear a similaf role to the lances in Ucello's

Battle of San Romano. They are elements which define distance, and play

a Qecor;tive role in the total design.
, ¢ <
Spencer had seen Kalimova Valley, of which this i1s a representation,

~

.in Macedonla during the war in 1917. He was so struck by its myster-

ious quality that he engineered a transfer to another regiment so as to

have another occasion to see the place, This is no Cookham landscape.

- Spencer renders the Mediterranean quality of the mountanous landscape

- exquisitely.

?he soldiers in the foreground of the mural encircle the real

"Burghclere Chapel Altar. Spencex gives them serious expressibns.siﬁce

il
they will be the closest witnesses to the service at the altar. As the

eye travels upwards on the mural, the soldiers diminish in size, and
become progressively more and more aware that their awakening is a
resurrection from the dead. They are holding their crosses which they -
plan to hand into Christ.\ Some meditate on the c;;ss and as the

meaning of Christ's Resurrection dawns on them, they embrace their

- .
crosses. The concept behind the mural might seem contrived. In fact,

.

’

it ié rather through the receding compogipion and the alternating ,
. . .
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Plate IX.

.

Ablutions, 1927
1
oil, 7' by 6', , B
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, North wall, Burghclere Memorial Chapel %
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patches of wnite and dark, .than by means of narrative, thaL Spencer

¥

achieves the impact which is undeniabie in tHis mural X BuL it ig only

\ ? »

et - ii¥ the later Port Glasgow Re%urrectf%n that narrative is totally

abandoned. Gesture has now become symbol

y o ‘_:"The‘Burghclere Resurrection is the most highly" préised \f the

' Spencer peintings.

Y

Elisabeth Rothenstein a friend and sympathetic .

- critic of Spencer s has this to say of the Reéursection: —

[ . .- -

...the central theme\is safficiently dominatrqg
and the design closely enough knit to make it
» _one of: the finest religious painti gs of the
- present century.l8 f

¥
L]

e

Erid Newton was also to write of Burghclége with great admiration;

A . . i
N . . st

Burghclere is not Spencer's most perfect
T . ) creation but it is his completest. Had he .

'Q ' . never painted it he would be an imaginative &j
artist of unusual but uncomfortable intensity.
Burghclere puts him into a new category. It
puts him into the category of the fresco .

" . pdinters of 15th century Florence. True, at d
. Burghclere, their native Italian Classic grace 19
d haﬁ been exchanged for a North European whimsy...

e ———

¢

. IR A ¥

n

‘ S gﬂcer 5, who was instzumental in the acquisition by t%&g%ate f an
" P Ev

a -

important collection of Spencer' s work,,has this to say about the

o -'_‘ . ’ - ‘
. ‘ Burghclere Resurrection;
’ ' * « -

- . !

L - In the Resurrection of 1928-29, perhaps the
' greatest religious wall painting made in England 4
T . since the Reformation Z scores of Boldiers
v o, X contemplate their crosses and in the growing .
| Jealisation that they share in the Crucifixion™ - .
/ of Christ, wele and embrace them.

a

]
-

These magnificént tributes paid Q? Spencer in the middle of his career ,

were not to be repeated on the completion of his final Port Glasgow

And finally John Rothenstein, another sympathetic\éfiend and eritic of

*
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Resurrection. Before dealing with this final Resurrection one further

point is worth noting with regard to Spencer's work abeout war. It never

.

contained any hostility, any aggressive feelings, or representations of ~

fear. We know from his correspondence that he was often filled with /

.

dread, tﬁat he had seen both wounded and dead during his service, and ~
that it affected him deeply. He was hogrified one day when a soldier in

his regiment unnecessarily shot a dog'as it was limping by the side of--

the road. Spencer's %sensitive nature shrunk from violence. The answer

[ K

to violence was again a religious one. - ‘

It was possible even in War, to establish...a

peaceful atmosphere of hope, and some sort of ' -
constructive life was sustained in this way.

I was impressed with the calm way the wounded
men spoke to each other - about some cabbages
they had been trying to grow for instance...A
homely atmosphere was being preserved in spite
of what was happening. The picture was not a
scene of horror but a scene of redemption from
it, and I was right in making it a happy picture .
as_yhe early painters were right in making the
Crucifixion a happy painting.2l

IV. Resurrection Port Glasgow

n 1945 Spencer had just about completed the Ship Building on the

Clyde¢ commission, with which I will be dealing in the chapter concern-

ing s realistic paintings. He had been very enthusiastic about- the i
commission at first, but after five years of work on them, he was

losfing interest. Spencer was at  his best when inspired. The Industrial :
and documentary nature of this commission limited his inspiration. Heé

was getting restless. He beéan to searcé.for a deeper meaning behind

the lives of the workers he was portraying. | -

Spencer’s unsuccessful marriages had accentuated and transformed .
4

e hunger for personal relationships into a desire for a mystical union
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the factory floors and the shipyards while executing his government

,comﬁission. He presented a.smalll, excited figure sketching nervously,

\
P .
" often on rolls of long toilet ‘pa er\hhich he carried around with him. *'

©

His oddity did not prevent a good contact with the workers. He wrote

@

about the Resurrection Port Glasgow series;

\ -
' !

These pictures ...came [into my mind and —
feeling when I was workiing at Port Glasgow

during the second war., | My work was to paint
shipbuilding panels commissioned by the

Ministry of Inf@fmation. But I soon found

that the shipyard in Pofrt Glasgow is only one

aspect of the life there. There were rows of

men and women hurrying {in the streets, and high N
"sunlit factory walls with men sitting or standing

or leaning back against| them, and early shoppers

going to and fro; one day through the crack of

a factory door I glimpsed a cascade of brass

taps; in a roadway...l saw children lying on the ~
ground using the road as their drawing board and
making drawings in coloured chalk... all this and

much more there, seemed| to me full of some inward
surging meaning a kind pf joy, that I longed to 22
get closer to and understand and in some way fulfill.

——

One night when he couldn't sleep on account of a jazz band playing
too loud in the same house as his) he Wandered out into the evening
streéts Bf Port Glasgow and spotted a cemetery in the sunset.' He was
éwérs had come alive again. Und:; the

illuminated. The old visionary

~* 1influence of this inspiration he painted the first of the geries of the

3 .
Port Glasgow Resurrection paintings, the Hill of Sion. It differs from

the 6th§$ paintiggs in that series, because it is a more traditional

*  rendition of Christ, the Apostles, the Angels and the Prophets. They
weavr white robes unlike the contemporary clothiné co characteristic cof
the Spencer figures in the series. The paiﬁting however has a-

mysterious quality created by the light within it, It is about the
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sunset and the cen{etery which had so inspired Széncer.v )
The other ‘paintings in the series were Reunion, Rve;h:icing.,

Waking Up, and the Raising of Jairus's Daughter. For reasons of space

in this study of Spencer I will only deal with the Resurrection Port

Glasgow mural. / - ‘

The Regurrection Port Glasgow took five years to.complete. Spencer

commenced it in Port Glasgow but when he realised he would not be able
to paint such a llarge canvas in his tiny lodgings, he continued to wérk
on it in Cookham, where he had partially moved. Even there Spencer was
obligated to wo‘rk on half the mural at a time, .while the rest o.f the
canvas‘was rolled up, because his room was to~o small, He never saw the
whole painting until it was hung at the Royal Academy for exhihition.

He had carried the whole composition in his head.

The Resurrection Port Glasgow, plates XVII and XVIII, pages 58 and

59, is dominated by a middle-aged couple in the center of the painting.
They are larger than life-size, and larger than the other figures. The’y'

face each other on ail fours, as they e.nierge from their respective tombs.
Theﬂy are undergoing a moment of recog;xition. Their relationship
dominates the whole painting. Spencer has talked‘of them as husband

and wife; and as g'randparents. There is a child leaning on:the large
bulky back of the female figure. It is not clear what Spencer was :
trying to say by placing the central couple on all fours. Was he

suggesting that man is both spiritual and earth-bound?  There is no

Christ in this Resurrection, no God and no Angels. It portrays only

the ordinary folk, tﬁe. kind of people that Spencer felt at ease with.
]

We see a housewife, a sailor and his girl-friend, small—town husbands '

and wives, young mothers, teenagers and children, It is all extremely

parochial. The coiffures, the textured clothing, the large vests, and

} o




A57

wooden buttons painted in great detail, the ribbed socks, are modelled on
English working class life. The figures are solid and very ordinary.

And yet their monumental quality is arresting. We think of Leger figures.
But in fact the mural is more reminiscent of Seurat. The two figures
lying back on the grass imn the left-hand corner of the painting, remind
us of the figures on the left-hand side of La Baignade, plate XV paée 54,

In La Grande Jatte, plate XVI.page 55, there are also similar reclining

»

figures but they are in a reverse position.in relation to the painting. ,

The Spencer figures have the same Seurat immobility, as though the painter

had been able to capture a moment of time and pin it on canvas for eternity.

_ Another striking group in the mural (platé XVI;; page 59) is what
Wilenski calls, the Indo-Javanese group of worshippers. Spencer had
been looking at some reproductions of Buddhist sculpt&res from the
Borabadun Temple, and had thought them at the time to be the most
magnificent carvi;;s the world had ever seen. The worshippers in the
paintings have sucg distinctly oriental fe;tures, may bé under the -
influence of these Buddhist sculptures. They are looking up at the sky,
with their large upturned hands, their simplified faces as though hewm

out by the light which illuminates them.° The repetition of the large

hands raised to heaven, carved out by the light, harks back to the

—— |

beautiful use of hands in the Resurrection of Soldiers, plate XI page 48
where the soldiers' hands intertwined in a handshake of peace form a

beautiful arabesque of line. We also think back to the enormous veined

hands in' the very foreground of Apple Gatherers, plate IV page 26,

which form the central axis of this paintihg. Similerly, in the Last

Supper, plate XXXV page 97, Spencer uses the repetition of feet down
..

- the very centre of the painting in order to lead the eye to the

hands of Jesus. Here and in the other cases mentiomed above,
!
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o ‘ Plate XVII. Resurrect Port Glasgow (detail of left part of mural) q
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T ~ - 1945-1950
oil,. 7' by 22' S , |

Tate Gallery London , .
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detail of right hand- corner of’ mural (Oriental group \ i
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Spencer uses form rather tharm narrative to rouse our emoti&%s. The-
distortion of proportions only strengthens the impact. The emotions-
commu;icated bx means of the tilted foreshortened faces and hands
raised to the sky ar; those of rev;rence even ecstasy. Spencer is o

suggesting contemplation. 1In fact it seems to me that contemplafion is

what this Resurrection is partly about.

Spencer uses extreme foreshortening in some of the figures in

ol —_—

.

> ek ETIR o Lt SR ol - e £ ek s BT Y
Y e 3. ks L ¢ P e e e bt ST Y

this painting. Note the recumbent figure of a woman, plate XVIII page

-
9 a

- 59 sandwiched in between the Javanese wors?ippers and the group to the

© RO S s, BN
)

right of them, In general murals must not disturb the flat surface of

e,

the wall by too dramatic, a perspective or diagonal. The Baroque mural
broke this law as did Orozco who permitted himself extreme foreshorten- {

ings in his figures which ére often flying into the distance. The

florid Hispanic architecture for which his murals-were destined allowed
for such disrhption of the unity of the surface, and the revolutionary
content of*his murals was in a:cord with such baroq;e extravagance.
. . v

fSpencer on the contrary retains a yLw relief depth in his mural and
subordinaées his foreshortened figures by means of a veryareduceg range ' )
of tonal values, It is a painting in a low key. The impact is similar

to that in pointillist paintings whose shimmering greyness ls composed

of tiny drops of pure colour. Spencer has been criticised for the;
'uniform' lighting in his painting. .He £as also been accused of j *
monotony. Besides the unifying purpose of the low key colour, oﬁe hds
" the impression that Spencer purposely played his instrument in such a'
restrained.key,.that he reduced his palette within this -subtle range of

tones to achieve an underworld light, as though the scene was taking

place somewhere where the light is filtered through water. Elisabeth

+

Rothenstein was not enchanted by this quality: j




" ' * -~ el
e q N N ' - e B o ' -
A 3 ‘ \ . . :
S RS ...the light thate throws oyer these .y N
v | .paintings falls in |every detail with a ¢
- ' L uniform intensity, so that eyerything is’ L
. illuminated and yet nothing is picked out...
)/ "’ ' | After the first World War, his own treatment
- ‘ - of paint could, and increasingly was, often
¢ ot . unfeeli.ng ‘and rather dry. Never for-a moment,
C e e for all the talk about love, does one feel =
: O as one does %ith many. painters - that his brush
v ' ¥ hdad almost caressed the painted forms into being.
! ' "In fact there is a sense in which, after about .
; . § i 1915, he was progressively uninterested in the
: y L - . . act of \painting.23 - v N
- P N ‘.‘ ) . %
\ s o . . To me the light which bathes this scene is extraordinarily
o - Jbeautiful. It is a lig’ht‘which occurs in some other dimension where s
¥ N R :
; \ . . aging, death and time*xgo longer exist. It is the 'temps fige dans
l; . * 1'gspace' of Seurat. Spencer has -transcen&\ed the anecdotdl. He'%ms
B ) entered into the realm.of poetry where form apd 'ynage merge. The
- ) R
N L e ordinary attitudes and postures of the people in. this painting call to
g' - ’ ‘us from outside of time. Shelley s words come to mind: '
4 ! N ;
% . . ~—
{ 4 + Life like a dome of many coloured lass '
| . . Stains the white radiance of ete ity )
g, - . 43}2 \
! o Much of the symbolism in the mural remains my3€erious and un- e
i L] . . - o~ ¥
/ & explained. What is the strange fungus-like relief on the tombstone? © ' I
,‘ ! B - .
"v - . plate XVIIX page 59. Is it moss, or sdulpted decoration? Spencer's
! ‘l N : .‘ ' ) *
- . personal symbolic Qvocabulary mystifies, intrigues and attracts. 'I'he
. r v
B ' - mushroom—shaped, form with which the woman wipes the face of her rising ,
s - . .
] ! N husband in the lefi-hand corner of plate XVIIZL helongs to the same,
] f category of earth—bo?pd earth counec!:ed things. We cannot but thigk
3 . 4
- » of the Ash—wednesday motif: 'From eaﬁéh thou thast been fashjoned, and /
v A . ) i o ‘ ) ~ ' N
e i : ‘to edrth thou shalt r%tu'm! ' ‘ - o ‘ +
: l M The magnificent figure ¢f the grave-digger on the right side of -
v . . - ' .
' ' " the mural, plate XVIII leaning on his spade, has the solidity and
o ) P \ .. . L
" ” o . $ . ¢ o ! v
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Other figures im the history of art

A}

imprint - themselves on our visual memory with as much insistence. For
. . "y N .

gxample, some of the Piero della Francesca figures, of the personndges

» a

presence of a Henry Moore figure.

from the court of Justinian in the magnificent Ravenna mosaics.
Spencer is indeed a great figure painter; He is moulded in the tradition
of Giott6¢ Massaccio and other masters whom he admired. He ig heir t§

the tradition that produced the static monumental figures of moderm art,

. b

such as the Qreviously mentioned Henry Moore, or Sekrat. Time in his

éaiﬁtings seems to have been arreaged., We have entered upon an tarthly

a

paradise. As in all great art, in Spencer's Port Glasgow Ressurection,

b

)

the earthly and the heavenly merge, 80 we can no longer distinguish

'

where one ends and the other begins.

.
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! Being called away to.do some landscape, is

) . 80 not what I intend, that it disturbs me 25
E in doing the work I do want and love to do.

-

Qe e RN IR T amren 2




Chapter V. REALISM

#

No account og Spencer can be complete withou; reference to his
"pot-boilers'". Spencer painted from nature not because he wanted to,
but because those ggintings sold well. He complained §itteriy about
having to do them, but he needed the money, particularly in the perdod
when he was courtiﬁg his seb&nd'yifb-to—be, Patricia Preece.y His
agent Dudley Tooth tock over. complete control of Stanley's financial
affairs., He could only allow. him two pounds pocket money a week at

first, which slowly rose to four pounds and oply grew to ten pounds a

week in the fifties.

. . Always the pressure was on him to-produce
' ' pictures of a quick saleable kind, and I
remember seeing him on Paddington Station
when he was at the height of his fame,
. holding out one of his 'pot-boilers' at
" - arms length -because it was still wet
saying 'Dudley wants it in a hurry'.

Spencér would set out in ali weather with a pram filled with his

- s . .
- equipment, as well as a sack to be stood in and tied urdder the arms

4

" which contained a hot water bottle for really cold days. In case of

contempt with which Spencer ehdbyed these realistic paintings, some of

them dre of exceptional quality. Maybe he took more pleasure in them

4

! * than he allowed hi% friends to suspect, But the canvases were not all

good. Some were overcrowded Wwith detail. In other landscapes such as

N

to Cedar Tree, Cookham of 1935, Pickett's Farm of 1938, Cacti in Green
. ) B g v

‘

~

~ ' “ 1 i
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e bttt o 1 I e e i N
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rain he brought along a fisherman's umbrella. In spite -of the terrible
« :
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House also of 1938 (plate page 67), Spencer was at the height of

- »
his powers., Sometimes he woulll focus on a subject in the foreground
like he did in the Jubilee/ Tree of 1936, while retaining the sharpness‘
of vi;ion in the background, giving his paintings a distiné&ly modern
look. —The beaury of the rick walls megal gates ahd fences, or the
front gardens of Qookham attracted his attention. Cookﬁgm has still
not chaﬁged since Spencer lived in it. Walking through its streets we
see it~ through his eyes/ Spencer was as garrulous ih his paintings as
he was in his life. Theéy are filled with wea;ih af detaii'which he
is able to subordinate to the whole in the|best of ﬁis work. fexture
is another preoccupation of Spencer's. He can;exqﬁisitely render the
subtle differences between the surface of a réﬁ‘and’green\begonia leaf
against the background of a mouldy red brick wéifi The clarity of the

landscapes dohe in the period of 1936-38, when Spencer was at his most

distraught, has often a painful quality about it. We are reminded of

the later Van Gogh landscapeg), not on account of their agitation but on

-
account of the intensity fof emotiyn which they contain.

\Spencét was also a great portrgitist, although the numbé%f%&

portraits that he did is not as great as the number of landscapes. I

-

cannot pin down any male portkaits done by Spencer, apart from his own
\. o
self-portraits which he did consistently throughout his life. The

portrait Hilda and Daughter Unfty_with Dolls, plate XIX page 66 was’

done in 1937 after Spencer's marriage with Hilda had ended. The -
extreme intensity of that portréit is heart-breaking. Its harsh

realism and clea}—cut contours accentuate the intensity of painful

1S
emotion.

There is another group of Spencer's paintings which does not really .

fit into'any of the‘q;assifications that I have suggested for the sake

\
f
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Plate XIX. Hilda and Dayghter Unity with Dolls, 1937

oil . \ i
» ! r q
Leeds City Art Gallery . .
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' Plate XX.

Cacti in the Greenhouse, Cookham Dean) 1938 ~ .

!
oil, 30" by 20", -

Mrs. Hugh Neame
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of convenience in this study. They are the paintings done on commission

for ‘the War Artists Advisory Committee. When Spencer was approached by o

B R TR T

the Committee in 1940 at the instigation of his agent, Dudley Tooth, he
1S .

N outlined a project which he would have liked to carry out.- It was to
be similar to the Brughclere Chapel, although it would be a Crucifixion

this time, with a predella containing scenes from the overrunning of

-
-

Poland by the Nazisf/ The War Committee however, had a policy of com-

s //////ﬁissioning only eye witness reports. It was then suggested that Spencer
. m Clyde. Spencéﬁ s

. N
ight document the work of the Ship Builders on the/ i

\ .

\ 1 enthusiastically travelled to Lithgow's shipyard iﬂ‘Port Glasgow. He

was 59. He had been doing paintings that were upacceptable to the

' \ .

public and to the galléries.‘ He was now to be immersed‘im a small -
+ closely knit community of ordinary unsophisticated worke;s and their
families. /He was lodged and fed in canteens and paid as an ordinary T
seaman. Spencer was never much conce;ned with comfort or style. He
. set to work planning as uswual more than he could accomplish before he
wouldhlgse"inferest in the projec;., He planned 13 panels of 70 f;et

,

« gach., In fact he completed only 8 smaller ones that ranged from 7 to

19 feet in length.

The shipyards at the time were working under great pressure to
v

achieve the increased norm required by the war effort, The clothes of

the men were often tattered and the shipyards themselves were ii1-
| ) 14 ’ ,
x ' \ ' equipped. Women were employed in the place of men who had been called
\ ' to arms. Riveting rather than the more modern methods of welding were

‘ .« ' | . . >
- ; used. All heating of metal was done with coke. The men wore very

little eye protection and no gloves while handling hot tools. The
working space was limited and the cellings were low. Spencer's

” y compositions reflect the specific conditions, but any social commentary

g b o = e e

A | , - : ) . \_\’
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Plate XXI. Gardens in the Pound, Cookham, 1936
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oil, 36" by 30"
The City Art Gallery Leeds : s
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or criticisﬁ is lacking. Instead of agitation or suffering, the {
compositions reflect a spirit of childlike games. Spencer revells in
the piles of tubing, the blue electric lighting cast by the torches,

the groups of workers struggling.with the enormous gheets of metal. We
are reminded of social realist art prevalent in Russila in the thirties,
and later. The strange shape of the Panels, which are very wide, 19 feet

and extremely narrow in fieight, 5 feet, indicates that Sp;ncer was again

.Ehinking in terms of a chapel, an industrial chapel this time. He

comﬁleted seven panels, one for each different trade, i.e., the Burners,
the Welders, the Riveters, the Riggers, the Plumbers, the Template and
the Bending of the Keel Plate, plates XXII and XXIII, pages 71 and 72.

. ©
The Furnaces was the only rectangular painting which did not have the

extraordinary wide and low dimensions of the other panels and it was
to go in the centre of the planned Chape}.

But Spencér was beginning to lose therest. He began to feel that
men at work, did not rebtesent the whole of reality. He longed to be
involved again in evoking a spiritual dimension, which these canvases
lacked; He‘ﬁas also suffering from 1oneliness, hehece his long letters
to Hilda at the time. When not actually working in the shipyards he
would live in/ Gloucestershire with his friends the Charlstons~who had
adopted him. But his existence without roots, in begg;én two com-
munities was wearing him down. . He began to have paranoiac délusions
and accused his seéond wife and finally also Mrs, Charlston, his
beﬁefactress, of plotting against him. He wanted to remarry his first
wife Hilda, hut she would not he;¥ of it, In-1942, Spencer moved from
th; Charlston home in .Gloucestershire baék to Cookham as his cousin's

~\
tenant. He continued to commute to Port Glasgow where with little

enthusiasm he was completing the last pq;els comﬁiasioned by the War

3
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Plate'XXII. Bending the/Keel Plate, (left panmel), 1945-1950
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oil, 20" by 2,6"
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Spencer's work was completed in 1946, It lacks the depth of
his" religious w::rk. The preparatory drawings which Spencer executed
for the paﬁels, apd whi;:h he often transposed without change ©nto the
canvas, by fgr surpass the paintings. They are done with the suire hand
and unwavering eye of a master, They convey a wealth of visual infor-—
mation by extraordinarily simple ;nea.ns:. Spencergutilises cr\ogs-’
hatching, and bareTIy accentuatds the darkness of the line, He is able
to sugges;: texture, volume, light, atmosphere and movement with a‘ bare

touch of the pencil. Many of these drawings of the shipyard, as well

as other drawings of the period\, i.e. Hilda Spencer, plate XXV pkge 75

are individual works of art, quite capable of standing on their ownm, *
even though some of them were executed & the spur of the mgment. and

-

on quite unsuitable material, Q:ch as toilet paper, scrapbook paper, or

anything that Spencer had on ha/d at the moment. It is not within the
Ty ﬁ .

scope’ of th®s study to deal with them at great length, though they may

well belong to some of his best work.

(=N . . ’
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Plate XXIV.

4 )

Hilda and I Walking in Hampstead, 1945

drawing 10" by 15"
° ¢ v |

Viscount Astor Collection '

(The Astor Collection of Stanley Spencer drﬁngs

after 1939) ’ _

Thomas Gibson 1976, Introduction by .Car‘blyn Leder.
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“Plate XXV. Hilda Spencer, 1947:48

B < :

3 v

/
‘drawing, 193" by 133"

El

collection Dr. Eric Wilkes
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. realist compositions of Classical serenity.

Thou seest, I am the one that weeps.

We may distinguish these superficial
characteristids as Cubist or Classical,
Realist or Surrealist, but then we are
fdced with Classical drawings that are’
Surrealist in intention, or with Sur-

Style and significance continually overlap -
and contradict each other.

But thou, who art thoy that art becogs so foul?
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‘ Jjust preoccupiled with_sexunlityf‘but“obéesaeﬁﬁby it. A whole séties of

( \ _

Chapter VI.| ‘EROTIC PAINTINGS 1933 - 1955
N ) -

~

» Whereas there is a ékeaﬁ?distinction of style\between Spencer‘s
¢ { . "o

'realistic' and his 'religious' paintings, this distinction’ becomes

et nfused when it comes to the category erotic'. ‘The 'erotic' label
was applied by Spencer critics to designate paintings of a particular
.- , B

period and 'dealing with themes of sexpality, universal love or marriage.

A4

‘ R . . . g
Ig questions of style, the 'erotic' paintings often differ from each

k = .
other.. Wheréas the Temptation of St. Anthony, plate XXX}II, pagewgz,
‘ ¥ Re

is clearly erotic in its methods of handling paint, as well as in its
- . - l .

swirling, agitated forms, Love on the Moor, plate XXXII, page 87,

« /Iacks a truly‘ﬁ;otic\bhaiacter in spite nf its embracing couples and

nude statue of Venus. In its childlike figures J‘ere is an abseficq of ;
R 7
geﬂéuality so evid ot in such éarly-painting.of Spencer's as Apple
. ' )

Gatherers, plate IV page 26. , ;O . ) 1 .

- L )
So even in some of Spencer's’early work there is a strong pervading
4

sensuousness, for instance in Resurrection Cookham, plate VII page 40.
& 1

_* . Throughout his life, Spencer tried to integrate Ehe physical and the-

-~ spiritual, the sensual, and the religious within himself. He attempted

‘to see the 'whoieness of things'. He.said that liberated pasnién was. ..
. A

’ the spiritual goal of humanity, for physical

. PR esirefexists in human nature in order to aid
. understanding and add to the joy when it‘is ' ISR

»
v

! reached.29 o

o

But after the bfea%dpﬁh of his second marriage in 1937 Spencer wds not

« . -
L ’
. . '

i
o
.4
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"“before his marriage, but.\did not finish it until 1927. In 1926 his -

‘ U : .
parts of.the walls, which he had previously sketched on squared up
'\had t/o do the chores or feed the babie's".‘ He liked qwany and talked !

" She had also been a student at The Slade, though at a later period. Her

and drawings of Spencer, have great intensity. They campare quite ~>v

- He was extremely -attached to her but irritated by her fnability to o -

!
i
" provide him wifh sa,tisfa;:tory conditions for Wworking. “He met Patricia _' 5
!

s em - w A

M ) . | | 79

s

work ensued, which attraéed much public attention. But to understand

~
—

the motivation behind t Ls work we must look at the events in Spencer's

N

life which led up 'to thisi period. Y

II; 1925, +after a 1ox5g and indecisive courtship Spencer #arried

- ]
Hi¥¥a Carline. He had started on the.endrmous Resurrection Cookham .

eldest daﬁghter Shirin was born, and soon after:, Hilda gave birth to

-

their second daughter \Unity. The family moved clos'g to Burghclere be-

. 14
cause Spencer was to paint the chapel especially built for his murals,

;
s
!
M

by his patrons and friends, the Behrends. This work took him six ..

intense ye%rs, and it was a very demanding task, both physically and

psychologicakl‘y'. . He would leave early in the morning to start work in

' D - . - . Y N
the chapel. He was propped sup on a scaffolding to paint the higher”
. o - .

paper of smaller format. These early years of ﬁarriage were 'extrewly
. S

exhausting QGQSpencer. Hilda was an inept housewife. Spencer often
T -

ek ki an > et et e ,,:Qéﬂ ,y‘
5 | J

[

incessaﬁtly. He could keep his friénds.‘p.nd Hilda uﬁ all night and then
. . . y J
get up early to start work on his mural, gilda herself was talented.

T EERREIeesY

.

e
-

life-size portraic\cif their maid Elsie, as well as her own self-port’:rait /

r

o

S e L

favourably with Spencer's work at the time, But socially Hilda was ' ‘ ‘
! . ' ' . ' :
awkward and she found life whith Spencer exhauysting. She began to A
! ' 1

L. . o P
absent hergelf more -and mord from Burghclere to stay with, hdr mothef oo

who lived .in Hampstead, London. Spencer was teft to fend for himself.

«
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.1 Plate XXVIII. Hilda and I at Pond Street, 1954
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Preece, another recent art‘studenp/from The Slade, and found her
attractive. She was sophisticated and had many friends in the art
world in London, among them som\e\of the Bloomsbury circle. Spencer was
,fléttered by hez: atte'ntions, though lz\iter he would find her Bloomsbury
— - friends irksome cdmpany. He was too n;;x\c.h of a self-taught man to fit
( in well with !:he sophisticated London mi‘li u. Hilda did mot seem to
oppose the constant presence of Patricia. St\agley' was actively courting
Patricia, and bought her e‘xﬁensiveJ presents of él\othing and jewellery
which he could 111 afford. He had to éupport his \cl{ldren and Hilda as ™
wéll as Elsie the maid who was the only stable presence during'Hilda's -
‘more and more frequent absences. |
-2 ‘ Finally Hilda gr;nted a divorce in ’1936 about w‘ﬁich: Stanley.felt -

1

. o
. very ambivalent. In 1937 however he married Patricia, and as, she went

-

ahead of him to p;'epare the house for ‘their honeymoon in the country, he
enticed .H:l;lda to come and stay with him and s:d‘uc-ed her. As “a result, . -
Patricia refused to move in with him, and Spencer who had hoped to have
- two wives ,, was 1/ef’t' ;ith no wife at all. ‘Patricia lived not too far
r - from him in a house in Cookham with her lifelong friend Dbr\othy Hepworth. .
She managed his fina'nc'ial aft"airs for atwhile but Si:anley continued to

‘1ive alone.

It was then that he conce;tve& grand schemes go¥cerning a first N
gyéle of paintings to be called the Pentecost Series, Thoug 'bearing a N

.

s

¢
1

religion :::f Universal Love. Love Among the Nﬁtions, aﬁd the {Dustman

Be‘long to this period, as°weil asbAdoration

of 01d Men and Girls, and ’
. ) .

Village in Heaven. Spencer In these paintings fantasised on\roge; -

)

4 -

elaborating a religion of his owmn Qn this theme. Some of.the

paintings are scato}bgical in nature, Spemcer took pleasure in,shocking
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his public. He was in an arrogant, iconoclastic mood, but he was also
) i ,
lonely, and unhappy. He was clear minded enough about himself to say:

My desire to paint pictures is caused by my
being unable or incapable of fulfilling my
desires in life -tself.30 ‘

Next, he started on a cycle of. paintings called the Marriage at ‘Cana.
The first paintings %in that cyclé were done in 1935, ﬁ}}.e last in 1953.
The last paintings represented his symbolic remarriage to Hilda, who was

‘by then dead three years. The schemes and pians that, Spencer conceived
. i

7 ‘in his feverish imagination were often ﬁncompleted. There were no patrons <

‘willing to finance the erotic chapels of his imaginatiod, and Spencer
N “ - .

would move onto another idea. -

The n¢xt schemé was called Last. Déy Series. The theme of the Last

i A ‘ :

Day is not the Last Judgement, but the coming of the Apostles, who would

bless and redeem the activities of the villagé bg; taking i)ért in them.
7

To this group belongé Villaﬁ‘ggs and Saints of 1934. Then came the idea of
" .

.

the Beatitudes. T?ese were done between 1935 and*1938. They were paint- .
et ‘ / / v

ings of old or deformed couples to which Spencer gave such titles as

Pagsion, Worship or Husband and Wife. Spencer was partly combining ﬁis/ <
- N . Ji ’
g S - { {
religious ideas with a newly elaborated religion of sexual licence. l;l/e
r ’ B . v

'(
A

1' . was t'xﬁﬁetgoing a period of révolt against society and traditional re/iigious

oo S

/
/

norms, While fjainting the Beatitude Seri:es he said of Christ; .
-~ . In spite of trying to appear a condemmer of _ S
authority, he is always trying to uphold it .

and is one of the principal champions against . ,
individual intelligence dnfl judgement.31 - '

S ) <

1" R . » .
‘ ;\{sabeth Rothenstein describes the Spencer whom she knew quite well at

! ') ’

",the time. , T C .
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,‘, Plate XXIX. ' Patricia, Stanley and Best-man,’ After Marriage in f937 ) .
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Plate XXX~ Bride- and Gréom; Marridge at ,Ch"na series, 1953 . 3

N .

oil o T “ .
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~Glynn V#vian Art Gallery and Museum, Englapd °

- ) .

-

s
s
N
-
»
P -
'
A
)
,
]
‘s




.

W

e v a2t

+

ALY

' . Pl
’ L4
1
M) . -
. - .
- . - } ) f [
. . '
.
. - - . -
i
) . . .
’ , a .
- y i . -
- e 1
. .
ot
1 . / f
- ]
., !
4 i «
> . o -
I . a
. P . .
4 -
~ ‘ - - .
) . . —
B R
. . - \
. -
! < . -
o &\ . \ N \ ~ -
. R
N ,
’ 4
)
- 1
e v
. . !
! J - . ’
. I
-

Plate XXXI. Saint Francis.and the Birds, W935 .

oil, 28" by 24" : ) % .

: Colleotion Miss L. Grter, C.B.C. .
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o .. .is\it necessary to insist again on how much
.  literature (art) can help us to understand the
Jesus event? Are not the writers often more Lo
- o alert, perceptive and sensitive than the
L theologians? Literature reveals areas of
_ . language and image which translate afresh and
. + ' transpose, render intelligible the Jesus event,
It opens up new possibilities of confronting
and reconciling our humdn experience with the
message of this Jesus Christ.\ It enables us,

) so to speak, to take an outsider' 8 view, to
highlight the strangeness of what ‘seemed
familiar,.to bring out the inexplicable in the
.commonplace.
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T \ Spencer's simple relationship tq Christ s€emed based on familiarity

Chapter VII. IN\SEARCH OF THE MAN JESUS

. ™ . . .
L . ;,'\, .
e 1
s

* If we examine the output of Spencer's fifty or so years as a

;
Y
‘ §

o\
painter, we are struck with Spencer's continued, unrelenting portrayal
%

of Christ. The choice of scenes from Jesus' life eorresponds to

Spencer's personal history at the time. So the Betrayal of Christ done
“in 1922, together withgpther paintings representiné the Passion of | -

Christ, wére painted after Spencer had witnessed the destruction of the

first World War. Significantly, it also coincided with a strong feeling

on his part that he was being abandoned by his visionary powers ‘whi[ch
had stimulated his early mystical paintings. - / v .

The Christ in the Wilderness series of 1939- 42, correspond\\ with his

~ -

own retirement from the world, after the breakdown of his %cond\%riage. |
The Crucifixion of 1958,' was th'e only Crucifixion ever painted by Spencer,

and it coi:ncided with his final illness, a year before his death, Many

P S

- o

more* e}gamples. of this parallelism lead us to believe that the’ne\was a
deep éeelirigC gf ideﬁtilfication with the person of Christ on Spencer's
part. This 1dentifieation did not mean tl}at Sgencer saw‘ himgelf as a’ )
messiah. ¥t rether meant that having undergoné certain prefound

experiences, he felt he understood how Christ./ust have ~fe1t. The“

knowledge of pimseif fed the uriderstandir;g of Christ, and vice-versa,

o B

i . LI . ' - '\
tex:.lewed‘ by constant Bible reading. This relationship underwent changes !

and fluctuations. While 11l with malaria in Salonika during the first

‘

World War,.he write his siater Florence‘~
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Plate XXXIV. The Baptism of Christ, 1952

oil, 30" by 50"
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In some of the S%ful moments I have felt the
need for greater faith and afterwards found

myself asking the question; 'Christ has been -
adequate to me dn all things, but-is he in . . ' 1"
this?'. It is an awful shokk to find how 35 ' T
' little my faith stood in my stead to help me. . |

4 2
~

Later when his marriage; failed m,'he Qas angry with Christ and
accused him of authoritatianism. (see quote page 83). Christ theﬁ was’
a permanent presence in Spencer's life. Tiﬁe and time agaln he appears
in his paintings as one of the Cookham villagers, or surprisingly as
Hilda holding two babies in her lap while God the Fathé; is strokiné her

head in Resurrection Cookham, plate VII page 40, or iﬁ the Raising of

Jairus's Daughter, or in Christ Preaching at Cookham Regatta,
I would like to examine three of Spencer's paintings of Christ dome -

- i .
at different periods in his 1life in order to see to what extent Spencer

.
is part of the Christian tradition. Is Spencer's Christ both Man and
God, or is Spenﬁer only proposing another human hero under the guise of
Christ? |

~ . 4 9
I, In the Last Supper, plate XXXV page 97, one of Spencer'g early
paintings done in 1922, ;he setting is the Malr Houses in Co&k@am, a
place that Stanley knew in his childhood ana which is still standing in
the village Eoday. "Christ, though smaller than some of thé apostles who
surround Him, dominates the scene because of His central position i tPe

painting. The composition is focused on Christ's hands, which hold t

‘* bread, The breaking of the brgad prefigures thi/ﬁfeaking of Christ's

body, and in the painting the apostles have their gaze on the loaf
which is split openi The straight line of the apostles' lined up feet,
down the very centre of the painting, leads our eye back to the hands

again. We feel the solemnity of the occasion, This is partly achieved

g

by the repetition of the profiled heads and bodies, as well as the
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);eﬁetition of the feet and%roﬁes of the apostles who surrognd’Chris;:.

Those elements remind us of a Greek chorus in attendaqce at an event of

great magnitude. Spencer has achieved similar effects in Apple Gatherers

P

platé IV page 26. | T

The light comes in from a right.hana corner window and casts -an

t

extraordinary clarity on the scene aeccentuating the three dimensioral

quality of the figures. The contrast between the brick wall in’the .
\

background which is rendered with great‘détgil and delicacy, and the

roughly~-hewn figures of the aposéles, addélto the g;éma of the scene.

* —~

There is violence in the gesture with which the favourite apostle leans -

v

over Christ's bosom. His black curly hair seems to writhe with energy,
or isnit hpprehengion. Ihere is an absolute stillﬁess. It ié_a paint—

ing of contrasts. We are aware of the tenderness of the Gospel scene,
>

) .
but also aware of the Crucifixion to come, We would be hard put to

° -

remove oné element without destroying the powerful whole. The reﬁﬂition

of the scene is new; surprising, unozthq@ox. We feel that Spéncer'
! \

portra&s a genuine experience, a verréeréonal %authentic vision, And-we

;0 . s S~ _
are moved by . it. . . v,

* ’b b
II. Spencer's later paintings of Christ also concern themselves with

specific Gospel events, but whereas in the earlier paintings Christ is
y . {/

[

Jjust one of the small thdugh central elements, after 1939, Spencer tends

to focus primarily on Chr%st or Chrggtls face. One such painting is

Scorpion of 1939, platé XXXVI page 99. Shortly after painting the

Beatitude series.Spenter isolated himself in a\Hampstead flat and,

started on_the Christ in the Wildérness series. His plan was to paiﬁg,

one pictufé for each day of Lent. Iﬁ,fact he only completed eight pre—,

paratory drawings and three paintings. Spencer chose to evoke Lent, a
] 5 N

-
'

v ; '

N
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time set aside traditizenally by the Church for repentance. He had

lockedthimself away from the world, and was connnemorating Christ's "’

1 \J ﬁ'g
/ ) 102 '/3
i
|
i
;

Jow

sojourn in the’ desert, and His confrontation with evil. ' There is

Y

suffering in the face of Christ but it is a peaceful picture. Its

~

B

predominant colour is that of the desert, that of sand, Christ's robe
is also sand-coloured, and its simple folds echo the dried up hills in
the backgronbnd.- The figure is very much part of the landscape, In fact

B S
the figi\7& takes up so much 'of the painting that it is the landscape,

.The Barren rocky earth in the foreground suggests barreness of the soul.

3

The scorpion sitting in the large outgtretched palm, has its tail
raised ready to bite. Christ' is 1ooT<)_\ngg intently at it. The darkened

stormy face is full of p:ast suffering, and yet paradoxically it is the

expression of a reconciled man. -The+simplicity of the seated pose and’

the ééarcity of detail bring to mind the asceticism of some of the
early desert hermits. Christ is at peace with the nature which surrounds

him, and even with the enemy in his hand the scorpion. Does” it symbolise :
- . ! ']
dea.t:h evil, man's' own inner, devils and passions? ’

v

III The third paintidg of Christ that I would like to briefly look at,

is the Crucifixion,. done by Spencer when he had uzdergone several oper:

ations and was dylng- of cancer, Spencer conceived it in a most-unusual

. way, bBbecause he is to show us the. Crucifixion from the Back/. We see the

.

back of a large unhewn .ﬁooden cross, partly bb,schring the body of
Christ, which is Tacing awey from us. The arms of tt'Le crogs span the
painting fromileft to right, Christ‘e face tilted up to heayen is et
t.he yery centre of the centrifuga\I composition. The thief on the right
hand side .of ‘Christ is facing us, ‘and he seems propilled by some great

force as he hurls himself forward in spitek of being tied to hils cross,

His face is in agoﬁy and he seems to be shouting insults at Christ from <

. .
A )
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The Crucifixionm, 1958 ok

oil, 863" by 163"

collection Aldenham School, Elstree
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his open\mouthi Two workers are nailing Christ's hands to the Cross.
Spencer portrays them as the blacksmiths from his childhood, with red
smithy caps ané mpuths full of handily available nails. )One of them
smiles with satisf@ction at his well done job. The scene takeﬁ\plhce on
a high stony hill, oveélook;ng Cookham. .Every detail is paiﬁted with

the minutest care and clarity. On the roofs of the houses beyond, stands

L]

a curious, gaping crowd. 4 prostrate Magdalen lies with arms out-

stretched, at Chrimt's feet.echoing the thrust of the arms of the cross

o :
above her. The whole painting has a dealthly-pale, porcelain-like

N
-

quality, except for the sky which is gathering clouds. The black pointed
nails and the hammers raised by the workmen, punctuate this pale scene,

p .
like bursts of sudden piercing pain. At first we can barely distinge?sh

the large upturned face of Christ in the mediey ‘of all the activity.s But

it is there, full of an internal peace. He is looking up to heaven, as

though beseeching His fathef}” There is no é;guish in him. He has
transcended his suffering and is strangely at peace. This is a painting—/
of contrast again. On the. 'one hand the commotion and struggle introduced

by the thief which is facing us contrasts with the extraordinary peace

13

%n the countenance of Christ. The uncaring of the gaping crowd contrasts

with the distraught love of the Magdalen. The black nails and the pale
~ b

‘scene. The unruly crowded composition which comes to a peaceful

7

resolution at its very centre where we must strain to recognize Christ's

P

face. And finally the traditional detgils pdrtrayed in such an un-

traditional manner.
These three p=2intings, like the ~ther Spencer paintings cf Christ,
are all surprising. They deal with well known Gospel scenes but in a

very unique manner, very personal but at the same time convinecing.

‘I‘he};‘ strike us with their authenticity.

"
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\
In the Last Supper, Spencer expresses-the very quintessence of the

Christian message of:'love unto, death', He does this with his own

pecuiiar‘magic of subtle repetitions and accTnts. In Scorgion\
Spencer has faced evil and his own limitations and loneliness. He has
been able to portray an infinitely human Christ who is recoﬂciled with
the’enqmy. He has come to understand this Christ by searching withiq
himself. Thomas Mérton the Trappist monk and writer stresses the

lmportance of knowing oneself as-a prerequisite to knowing God:

4

Unless we discover this deep self, which is hidden

with Christ in God, we will never really know our- -
selves as persons. Nor will we know God, For it

is by the door of this deep self that we enter into

the spiritual knowledge of God. (And indeed, 1f we

seek our true selves it 1s not in order to contem-

plate ourselves but to pass beyond ourselves and

find him.36

/
In the Crucifixion, Speqcer is coming to terms with suffering and-

with his own death. “In the painting Crucifixion, it is clear that

® \

Spencer's belief in the resurrection does not do away with the drama of

death. The dying Spencer i well aware of death, But In liis painting

Christ miraculously transcends it. -

So, if in Spencer's painting the| divinity of Christlis néver stated,
it ;s also never denled., Spencer as seen from the analysié above, is
clearly within the Christian tradition. We, in fac£ know that at least
towdris the end of his life, Spencer did bélieve in the divinity of -
Christ, In ﬂis long conversationkswith Rachel Westropp, who toock him
into her home before his death, he expressed this belief along with many
other lesi orthodox omes. Howeyer we are not concerned in this studj
with the accuracy of S;encer's theology. We are moré concerned with the

: f
gpirit that comes thyrough in his work.? The Christes Iin his painting are

4
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clearly not comparable to the purely human heroes portrayeg under the . J

guise of the Gospel figure, in such films as the Gospel According to

St. Mathew, or in theﬁmusical Jesus Christ Super Star. If we look at - ,

the history of art, the divinity of Christ is perhaps best portrayed in
the period of Byzantine iconé. There He is truly Master, glorious and

. . -
awesome. But in the XXth century we are perhaps more concerned with re-

discovering His humanity. Hans Kung in tﬁe introdectory quote to this

~

chapter encourages us to trust in the vision of artists. In another

passage he asks the question, how modern man can best apprehend this

-

person Christ;

..does Christ become really intelligible for man
today 1f we simply start out dogmatically from
established teaching on the Trinity?... Can wmodern
man understand if we emphasize the title of the
Son of God and suppress as much as possible the
humanity of Jesus, denying him existence as a
human person? Will he understand 1if Jesus 1s more
adored as divinity than imitated as earthly and
human? Would it not perhaps correspond more to the
New Testament evidence and to modern man's
historical way of thinking if we start off like

the first disciples from the real human being -
Jesus, his historical reality and historical ’
activity, and then ask about the relationship of

this human being Jesus to God, about his unity
with the Father?37 .

y -«

Spencer presents us with a fully human Christ without sacrificing

any of the power of the Gospel figure. For him, Christ is fully man

both in his carnal and spiritual nature. Karl Barth, in his admirable’
'

passage about Christ, expresses theologically this indivisibility of the

spiritual and the material in Christ and therefore man:

’

The Jesus in the New Testament Ig stpremely true
man...far from existing as the union of two parts
‘or two "substances" He is one; whole man, Y
embodied soul and besouled body; the one in the

other, never merely beside it: the one never
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without the other but omly with it, and in it
present, active and significant; the one with
all its attributes afhays to be taken seriously

~ ~as the other... Everything is the revelation of
an inner, invisible, spiritual plane of life,
But it is almost more striking and characteristic 38
that everything has an outer, visible bodily form.

Spencer was undoubtedly isolated as a religious artist. He h;a on
the one hand admirers and friends who thopght highly of his art bgt who_/
- ' did not necessarily share his religious beliefs. On the other hand, the

community of the Church which inspired his religious visions did not =
reaily understand his grtistic concerns, Hié faith was not nourished by
membefship in any church, community or group of believers, We can only
) . * speculaté on what Spencer's work would have been had he lived in an age
of religlous revival. , o, r
| " In our compartmentalised eﬁistence, religion is often cut off from
~other concern?Q The reé%lt is the pious, disembodied religfous art of so
many of our churches.. Spencer's visi;n of Christ brings back a much
needed vitality to contemporary religious art. He surprises and shocks
N

because the vision he portrays is authentic, and therefore new, We are

> f - ' ‘ v .
again confronted with the ever surprising belief in the full humanity
~

of God;
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The Christian professes in his fatth that all \ ~ %
things, heaven and earth, the realm of the : ?
material and the spiritual, aré the creation of
“one and the same God. But if everything which
exists, exists only having its origin in God,
then this means not only that all things in theilr N
variety - proceed from One cause which, because it N
is all powerful, can.create the most varied things, . ’
It also means that this variety; manifests an :
inner similarity and commonality, and that this

variety or differentiation forms a unity in its . >
origin, its self-realisation and its determin- :

ation - that is, it forms a single world, It

follows from this that it would Be unchristian to R

understand matter and spirit as merely existing s

alongside each other in fact, and as being )

basically and ‘absolutely disparate realities in .
relationship to each other. For Christian theology - |
and philosophy it is to be taken for granted that '
spirit and matter have morg in common that they
have differentidting them, 9 e
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Chapter VIII. SPENCER AND THE CHRISTIAN TRADITION

t

As pointed out previously, Spencer's portrayal of the bodily

Resurrection of his close ones, was a recurring preoccupation. He had a

) . . . . I
very literal interpretation of this resurrection. It was indeed a very .

. bodily resurrection that Spencer portrayed in his three great murals
 which have been deaN with elsewhere. »The Apostle's Creed which re-

b , pfesents the minimum of Christian doctrine, plainly states in its last

-

statement: "I believe in the Resurrection of the body..." In the

Fhristian context then, Spencer's belief® in the Resurrection of the body

%P not surprising. However in the context of XXth century art, his

N I
Resurrections are exceptional, one might also say anomalous. The \ L

i

Cookham and” the Burghclere Resurrections were painted in the aftermath

r ‘ of the first World War, while the Port Glasgow Resurrection was begun
after the surrender of Germany in 1945. The Western art that followed
both these wars, was an art of bitter irony, disenchantment or else an
art of escape into the dre;m world of surrealism.

In XXth %entdry'art God has been dead many years. hut th;fé iq

‘ / AN nevertheless a longing for the sacred. In literature, Beckett .and Genet

T

§

come to mind, and inlthe plastic arts, Beckmann, Corinth, Picasso,
Francis Bacon, Barnett Newman, and Rothko, to name but a few. In the
' ) . contemporary art which deals with religious symbols, the Crucifixion is
} ' . ‘ the most often recurring theqe. Rowever, it is a Crucifixioa which has l
; ) often lost its original redemptive meaning, and has become the symbol of - .

man's meaningless suffering and death. For artists like Bagdn, violent
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dgath.enhances 'life}; When there is no God, then death is-the only
absélute certainty, Ironically, violent'death with its b153§%and gore“
is reminiscent of Christ's sacrifice on the cross, Inhfact'BaCOn
utilises the symbols of chalice, cross, and eagle in his painting. ﬁut
they are on a par with the camera, the toilet bowl and the monkey. The
religious gymbolism has lost 1its sacred meanihg while r:taining ;hg weight
of{tradition. It‘thus can be used ‘partly as sign of emptiness and partly
forﬁggg sacrilegioﬁs effect.

}icasso's Guernica, Rothko's tom;like inte;iors, Newman's way of the .
Cross, Beckett's solitary search, all represent the sense gf abandomment
and alienation characte;}stic of contemporary man. Even Rouault, a
be}iever. preferred to depict the suffering, rather than the victorious,
Christ. ?

Spencer's Resurrectiosn then, stand out in the art history of our
centyry, as a surprfsing testimony of hope and even joy. They emphasize

v

man's vocation for Sellowship, worship and immortality. If one were to
13

[

deal with ideas alone while discussing art, one would be justified in
. A

N
wondering 1if Spencer in his optimism was supremely insensitive to his

.own epoch.’ But form is as expressive of the artist's state of mind, as

subject matter. Spencer's figures representim$ the common man, have a

modern resonance in our mass aéé. The three dimensional full-blooded

i o 4

figures in the Port Glasgow Regurrection, plates XVII and XVIII pages

58 and 59, particularly thg crouchiﬁg pair of grandparents in the centre
of that mural, lay a stress on man's ordinariness and remind us of our
animallorigins. Spencer's figures are reminiscent of the modern idiom
of a Leger, or a Seurat. Byt whereas the Leger paintings deal with the

impersonal paradise of industrial man, both Spencer and Seurat portray a

paradise which hints at eternity. In fact: in Spencer's Resurrections
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! .
we witness a very edrthly paradise. The very physicality of Spencer's

figures see; to be a grarantor of their resurrection, of their entering
upon eternal time., Thus tﬁe ﬁpdern theological concept of our ordinary
time being already in some way ,a éart of eternity‘for the believer is
expressed in Spencer. To hark sack to his Methodist antecedents, we

can express this intuition yet 'another way., Those that have experienced

Christ's redeeming love, are already in their earthly lives entered

-

»

upon the paths of eternity.

In the Resurrection Port Glasgow, man .As in the process of rising,
but he is still part of the earth. He 1s crouching, but he fs capable

of fellowshlp, worship and even immortality. :Man is a sexual, sensuous

being -- he represents a volume in space -- he is material -- but his
nature aspires to thg transcendent. The vulnerable, the childlike, the

physical, the mortal and the transcendent inhabit the same figures in

-

Spencer. For Spencer as a child, Christ and Mary and other saints had

: } -

been embodied within ordinary Cookham villagers. He saw no dichotomy
. 1

between the ordinary and the holy, the materlal and the spiritual, He

said;

t

There are many things in this life that I love

! and that I feel are forever loved, and these
things are a key to the Resurrection. A sort of \
reciprocity begins. This life being a key to the
next, tells me something of the next life and
,causes the resurrected life to tell me more of
what the resurrection in this life is like. This
intercourse brings out the meaning I see in this
world. 40

Spencer's views are fully corroborated in modern theological
4

thought as is shown in the quote from Karl Rahner which precedes this
chapter,

But Spencer's Resurrections are not only witnesses to man's

1

111

k]

»._.._....{,, i i ..._‘, -

T aaw

P T

P T TN

L il




ey e

.

oy Lt AT

immortality, They acknowledge an invisible God who if not portrayed ' /

! ¢
in the Port Glasgow Resurrection, is still a powerful presence in that

mural. The magnificent groups of worshippers are addressing themselves
to Him. ; Spencer had once said: "I think the one and only perfect joy
is the joy of giving praise."4ln Worship or prayer as part of the

vocation of man, was an essential part of Spencer's belief. This leads

'

us to the idea of 'fellbwshig', which was another essential part of ./

Spencer's theology{/ His work is permeated with the feeling of the /

\

brotherhood of man, Eric Newton refers specifically to the Burghclere

’

Resurrection when he speaks of the 'universal human sympathy' which
pervades Spencer's work. It is also true'of his other Resurrections, 4
'Fellowship' was the term used by the first %'lethodists in the time of

«

Wesley. Catholic theology has another name for the same idea, In o

Catholic terms it is calied t Comm&gion of Saints, Spencer does not
‘differentiate between the dea:(and the aiive in ﬁis Resurfgctionsu In
one of his Port Glasgow Resurrections, Reunioﬁ of 1945, he has the
living in ome area and the dead in another area of the p?inting, but
“they are communicating and rejoicing and meeting with each pther. The .
living and the dead are in a close relationship of love with each other.

s

To recapitulate, Spencer's attachment to the person of Christ, hj;{
o

belief in the Resurrection of the Body, and his belief 1h the vocati

. 3
of man to worship his God, and to have fellowship with his brother,

‘represent the content of Spencer's painting. He chose to avoid the —Qﬂ“
traditional Cﬁristian symbolism. His icoﬁography was modern as was his
id#om. He introduced a private mysterious symbolism.(fresh and
unadulterated, reminiscent of the surrealist use of dream images, (See
page 61 of this study, dealing with the symbolism in the Port Glasgow

Resurrection). . "
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To what extent does .Spencer fit into a specffic Christian

spirituality? Certainly his popular simple faith, his mystical pre-

Logte, T cned i
mother “&{Methodist religion. This is confirmed
1 , .
g, e | .

concernfﬁg’%he Wesleyan beliefs and attitudes: : ¢

disposition, and his joyful oﬁtimism, echo the c:Z;acte;istiés of his

the ,following quote °*

. The Wesleyans. saw man as haGing sufficient righteous—
. ness within themselveg to attain (with God's help)
‘by their individual €fforts..,a state of sinless
perfection., Although it would more frequently be
. - achieved at the moment of death, for an increasing
. g number of people, thanks in good part to the mutual
efforts of the societies of regenerated men,
Christian Perfection was possible in this life, )
— . (though of course Wesleyans never doubted the ’/’ *a
indispensability of God's grace to the process).
% Methodism moreover stressed experience and saw
i itself as an ‘experimental’’ religion. By a pro-
found emotional and mystical experience achieved
by methods not requiring learning or analysis,’ by
an experience more accessible to the humble and . '
unsophisticated than to their better situated or
better educated fellows, large numbers of men
might attain the certainty -~ the Assurance that
though they had been sinners, their sins had been |
forgiven and they had been accepted by God and 1
could by their own efforts, reinforced by the - - “ {
. - ' .+ fraternal efforts of their societies, find ultimate N
P sanctification, that is salvation.42 \x
r-\\ fi

~ ;{
\ In spite of Spencer's basic Christian beliefs, he had as previous1§\“\\hvjf/

#
. . mentioned many unorthodox views and he led a séyle of 1life which did nof
t correspond to the tr;digionalI§ 'good' Christiaﬁ 1ife, Apart from his - -
~ marital complications, he did nat impress the religious authoriti?s
- which might have giVen him commissions. The Jesuit Fathers had h;peq to
get him to paint an Assumption for their Chapel. He lost the commission
N by talk of gsing his mistress as his model for the Virgin. N&r did he
obtain ihe commission for Coventry cathedral when it was being rebuilt

after the war in a great spirit of renewal of faith., Spencer travelled

up to Coventry but for one reason or another was ignored while his
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contemporary Jacob, Epstein, and ot:her young painters and sculptors

o

‘ were employed. Spencer 8 paintings hang in museuns, and he has a great ‘
deal of recognition from art critics and the English public. But he has
had little or no recognition Aas a z:e-ligious painter. Two of his pa:tntings'

) hang in Churches, the Lest Supper-hangs in the Anglican Church of his
- . childhood, and the Crucifixion hangs In the chapel of a boys'school in |

N »Heftford_shiré, ‘but for the rest he has been ignofed.and negleeted by

3

Christians. Time alone 'will shd‘ whether one day he will be recognised °

# as a painter w—ith religious insights releyant to our century,

~ ’

§ e e o -
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Plate KXXIX. Self-Portrait, 1959
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i '...ngtvivhen I try to imagine a faultnless love,
or the life to come, what I hear is the murmur

of undetground streams, what I see is a lime- ' AN 5
stone landscape. 7 - . X .
4 . ' W.H. Auden™? ) . )
We are like the chrysallis asleep,
and dreaming/of its wings. ‘ | ‘ i
; \ )
\ ’ } o +  Samuel Palmef“‘ ,
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COﬂCLUSION

!
Spéncer was a product of the Victorian era., The f}r‘ime inspiration

!

'of his life was a Christian faith grounded in the Bible, which he

' ' 3
) ‘ absorbed within his family via the Vict&;ian tradition, He was to
‘ >
reject, however, the Victorian moral code, and replace it with a more

libertarian aftitude to life and love., Like 1.awrepce his contemporary,

he beli;ved sexuality to be holy and an int:egrai_l. part of religious

8
experience.

He had a nostalgia for the early Italian Renaissance, a period
during which a religious view of the wofld was .unquestioned, and when
the ark ;)f t,hs religious mural was at its height. He seems tlo have been
famil:@ar with the realism of the Pre-Raphaelites. Though his realistic

" work exhibited some of the same attention to detail, his Yeligious, work

.

was never tinged with ‘Pre-Raphaelite sentiméntality, so foreign to

Spencer's rural mentality. , ' . .
P . ” . .

/

" . Spencer was indirectly Liaffecte.d I;y Cubism. His three-dimensional

-
[y

figures simplified to cone and cylinder, were certatnly inspired by the
cubists who exhibited in the Lomdon of his youth: His early workf also

show the influence-of such symbolists as Gauguin, while h;ls‘ erotic works

———— b

have been compared to the Neue Sachlichkelt school of pre-Nazi Germany.

But whereas Dix and Grosz were critics of thelr sociéty, 'Spence‘f/was

\" never much concernad with immediate sccial issuzs., The taptality of his
n - m’ w

" work :Igs closer to%{Expression}st mentality, a movement which

~

R - J
antedated the Neue Sachlichkeit By a few years, and overlapped with it .

t
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considerably. By distortion of form and exaggeration of cbiour, they
expressed intensity of emotion. They painted 2 world couched in personal

symbolism which turned out to be more prophetic than the vision of the

satirists. , : . . #

However it is not enough to link Spencer with this artist or that

movement, To situate him in the first half of the XXth century, I would

like to'distinguish between two attitudes which weave their way'through ;

the art hlstory of western industrial man. They represent two different
(4

approaches to the universe. The first is based on the premise that the
world is“to be shaped by man to his own design, in fact that man éidedJ
by techno;ogy'c§ﬂ qfeaCe a totally controllable enVirdﬁment, and that he
himself is the finél arbitrer of the fate of the wdrla. To this stream n ’ °
oof thought could pe linked such ;rtistic movements as Futi71ém in italy,
Vorticism in England, Comstructivism iﬁ Russia. These movements varied; co
but they all implied an arroganthromethean faith in man's powers to - U
/lrebuildré new woéld from a taﬁula Egég, Even FhOugh Spencer borrowed
from éhé visual ‘vocabulary of some of these schools, their way of
) thiqking was totally foreién to Him.
The second app;oach sees £he universe not ag a plaything at ghe
sservice of man's whims, but a Aystery whose pattgerns hint at deeper

spiritual realities. German Expressionists, such as Beckmann or Marck

could be‘ci%;d as examples., It is i# this stream of thought that

——

o R o '
Spencer rightfully belongs. It must be made clear that this very
- B} -
schematic distinction between a materialistic and a more spiritual view
- . - }

of the world, does not necessarily coincide‘with the distdnction be-

-~

[+4

. . ! , - \
tweén abstract and figurative art. In fact while socialist-realist 4]

art, and pop-art, both figurative, can be classed with the materialistic

il
v

.view of the world, Cezanne, Malevitch and Klee, to mention just a few

w

T ek s it bt L g
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theme.

artists, can pe said to belong to the second one, Th% distinction how-
ever is particularly relevant in connection éfzh_Spencér's work, ‘

He was moved by a vision of r%ality which was a profoundly religious
one. Parallels to his work might be made with William Blake (1757-1827)
and Samuel Palmer (1805-1881), both lone prophets:‘unattached to any
school of their day, and both profogndly religious. 'Spencer always
derived the stimulation for his art from the specific community within
which he was living at the time, ;nd with which_he.ﬁasstonately
identified. There were three such communities in his life, the village
of Cookham, his regiment gtationed in Salonika during' the first World
War, and the workers ahd‘their families In Port Glasgow during the second
World War, T

épencer s mysticism was coloured by his Methodist antecedents, He
identified with God's cre;tion. His works were celebrations of life,
which to him hinted at the‘eternal dtmensioﬁ.» His critics felt that\
Spencer's later work was too prosaic to include a spiritual reality. In
fact Spencer's preoccupations with the ordinary in which he discovered
an inherent holiness is very ﬁuch.in the spirit of the Gospels,
Spenéer's iife was by no mean§ that of an orthodox Christian nor were
his views and beliefs necessggrily orthodox. But his~devoti;n to the
person'of Christ, and his belief in the Resurrection and redemption of
man place him within the Christian tragition. His religioﬁé iﬁsighrs
are unquestionably based on genuine Christian sources, and expr;ss a\
tiodern emphasis on the embodied humanity of God made man, His work is

[y

also preoccupied with the relationship between ordinary time and
: ; .

Eternity. Testimony to this preoccupation is the recurring Resurrection

—

In his latet works, Spencer did not deal with unseen entities, He

|

- dze

i
|
!
¢
:
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limited himself to what he saw in his immediate éurroundings. ~The
patterns that he perceived in nature, and in human relatiomships, were

- - hints as to the life after death. Spencer clearly belonged to the

second stream of thought outlined above.

We must not seek to define too closely the theologicalrimplications ”
éf-his work, for fear’ofﬂdestroying the magic of his poegry. I hope
that in this study where I have tried to examine his beliefs as ex- .
pressed in hislwork, in relation to Christian traditién,‘l have not

fallen prey to this mistake.

'

Spencer's gréhtest contribution to the art of the XXth century is

that of a mural painter. The Burghclere Resurrection and in particﬁlar

v é; the Port Glasgow Resurrection are great XXth century religious murals.

They cannot be defined in purely formal térms, although the composition,
colour, use of light and distortion, form organic wholes of great power
t As Spencer himself would have agreed, their strength derives from the .

Christian faith which inspired them.
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1891
1907
1908-1912
1911
1912

1912

1915
1915

1916
Aug, 1917
1919
1920-21

;
1922

1923-1924

1923

1925

1926-1927

IMPORTANT DATES

7

Born 30th June at qukham—on\:’-_',l'hame.a, Berksfxire
Entered Maidenhead Technicalt Institute
Studied at The Slade School under T;)nks_
Awarded the Melville Nettleship Prize
Awarded the Composition Prize at The Sla.de

v

Exhibited John Donne Arriving in Heaven, in Roger Fry's
Second Post-Impressionist Exhibition at Gr‘aftOn Hall

Joined the Royal Army Medical Corps
Posted to Beaufort War Hospital, Bristol

Sent to Macedonia with the 66th, 68th, 143rd TField
Ambulances '

Volunteered and joined 7th Battalion of the Royal
Berkshires. Commissioned to paint an offif‘:ial picture,

Lived and worked in Cookham, Nembér of the British Art
Club until 1927

Went to live with the Slessers at Bourme End near Cookham.
Stayed at Durweston, Dorset with Henry Lamb during the
summer of 1920. Accepted an invitation from Muirhead
Bone to stay near Petersfield in the summer of 1921,
Later took lodgings there

Visited Yugoslavia with the Carlines in the summer.
Moved to Hampstead in December

L '
Stayed with Henry Lamb at Pooke where Behrends saw
drawings for future Burghclere, followed by their decision
‘to build the Memorial Chapel,

Returne‘d to Hampstead in October. Use& Henry Lamb's
studio on top of Vale Hotel in the Vale of Heath,

Married Hilda Carline; daughter Shirin born,

£
Completed Resurrection Cookham and exhibited in one man
show at Goupil Gallery 1927, Resurrection Codkliam
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“1930

1932

1933

1935

11936

1937

1938

1939

1940

1941

T 1942-1944

1945
~ -

1947

1950

\ ' 125
. ;
purchased by Tate Gallery. Moved to Burghclere to i ‘
paint Chapel. - \\
Second daughter Unity born /'I

Completed the memorial Chapel. Moved to Lindworth, a oo
Cookham. Elected ARA. Paintings and Drawings sliown at
Venice Biennale. In October, Dudley Tooth becomes scle -

agent.

. Invited to Switzerland by Edwafd Beddington and Behrens v

to paint landscapes. Sara Tubb exhibited at the °
Carnegie Institute, Pittsburgh

.
Resigned from the Aéademy after rejection of Lovers and’
St. Francis and the Birds by hanging Committee .

Wilderness series

¥ \. .
Visited Switzerland -second time with the Beddington Behrens. '
Divorced Hilda Carline : 1

Married Patricia Preece. Spent a month at St. Ives and
also visited and painted at Southwold . ‘ ‘
22 paintings shown at the Venice Biennale. fStaSyed With the
Rothensteins and Malcolm MacDonald until December when he
moved to a room in Constance Oliver's house at 188

Adelaide Road, London. Began to paint\{)hrist in the

h———— e L

]

Exhibited at Leger and Son in March-April. t Moved to the
White Hart Inn, Gloucestershire with George and Daphne -
Charlton . .

Commissioned to paint pictures of shipyards by the War
Artists Advisory Committee and made the first of several °
visits to Lithgow's Yard, Port Glasgow.

Stayed with Mrs. Harter, Sydney Carl¥e's mother-in-law, ’ J
at Epsom, and continued to work on shipbuilding series. 1

Returned to Cookham in January as the tenant of cousin |
Bernard Smithers, with whom he stayed until May 1944.

His visits to Port Glasgow continued whe}e he put up at

Glencairn boarding house. Work continued\on Ship-

builders. Began the Port Glasgow Resurrection series.

Often visited the Carlines and Hilda at Barnstead

Hospital '

September returned to Cookham to Cliveden View

L
Retrospective Exhibition at Temple Newsam House, Leeds;
The Burghclere Chapel presented by the Behrends to the
National Trust.

Mrarded the C.B.E. Rejoined the Royal Academy and

-



1952

-1954

1955

1958

1959

- ot
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'f‘ -
elected R.A. .
Hilda Spencer died in November
Began preliminary drawings‘ for Christ Preaching at Cookham °
Regatta '
Visited China as a member of a cultural delegation ‘
November-December, Retrospective Exhibition at the"l‘ate .
Gallery, London ) X
Knighted. Hon.D,Lit., Southampton. —_ .
Agsociate at the Royal College of Art, Exhibited at N
Cookham Church
14th December, died at the Canadian War Memorial Hospital,
Cliveden y Ca
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APPENDIX I
. LIST OF RESURRECTION PAINTINGS
. ’ ) . . < R
Year Title . Size - - Collection “’“ ~
I 1914 Resurrection of Good and Bad - whereabouts unknown
11 1923-27 Resurrection Cookham 9' by 18'  Tate Gallery, London
III ', 1928-29 Resurrection Macedonié 21' by 17%° All Souls Oratory,
g Burghclere
1926-32 North Wall, left side
(large semi-circular arched panels)
1927 1) Convoy arriving with wounded 7' by &' .
y 4 2) Ablutions ~7' by 6'
1932 3) Kit Inspection 7' by 6'
% 4) The DugOut 7' by 6' -
; - ) '
; (small square panels under the arched ones) .
- 1926 5) Scrubbing the floor - 3' » 6 -
. 1926 6) Moving Kit Bags 3' by 6'
T '27-28 7) Sorting the Laundry © 3" by 6'
{ 8) Tea-~Urns 3' by 6'

(Large panel spanning the whole upper North Wall)
9) Kémp at Kalinova . 10" by 28' " !

South Wall, right side ' \
(Large semi-circular arched panels)

1929 10) -Reveille ‘ 7' by 6"
1931 11) Filling Water Bottlesw 7' by 6'
1931 12) Map Reading 7' by 6'
1932 13) Firebelt - 7' by 6'
7 (sma® sguarc panels-underneath the arched onca} i
~-14) Frost Bite ' 3' by 6’
15) Tea in a Hospital Ward 3" by 6' .
16} Bedmaking 3' by 6' : , 4

. 1932 17) Washing Lockers , 3" by 6' .
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. 4
- Year T Title : Size Collection
- (Large panel spanning the whole upper South Wall) [
. - ’ .
| 18) Riverbed 'at Todorova 10' by 28' ‘
{ - \ :
. * : {
IV 1945-50 Resurrection Port Glwsgow 7' By 22' Tate Gallery . !
. : " 1946 Hill of Sion 3"y 68" Prgston Art Gallery
& : ‘
/ 1945 Reunjon Triptych each panel 30" by 20" Aberdeen Art Gallery ,
/i . T 1945 Rejoicing " " " 30" py 20"
1945 l Waking Up " . central panel 30" by 20" Mrs, Corbile o
' side panels 30" By 20" = " "o ,
1947 Raising up Jairus' Daughter ) ;
Triptych central panels 30" by 34" - Southampton Art ;
! o v Gallery ;\
v N - side panels’ 30" by 20" "o " §~
H
" [ . 3
¥
3
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: . . SHIP-BUILDING ON THE CLYDE 1940-1346 = K
L Year Title Panel S Size Collection
1 > . . X = ~ 7 - . T
‘ 1941 Burners n left panel 20" by 80" Imperial War Museum
. - , London
' s . . . center panel _ 42" by 60" . " v
right panel ‘0" by 80" oo
. :
Welders * | .left. panel 20" by 80" " e
. center panel 42" by 60"
right fanel 20" by 80" . °
1941 Riveters L : 30" By 228" v v o :
E . The Template (3 paﬁels) ¢ 20" by 228" " " " ‘ 3
i - ‘ = :
{ 1941 ,Bending the Keel Plate 20" By 228". " U i
1 ' v ) ’
E (3 panels) . : ;
i The Riggers " main panel ° 20" by 194" " " " ‘& i
! ' small centra} - \ :
‘ ‘ '  upper panel ° 12)' by 323" - 4'
i - .
: ® The Plumbers main panel 20" by 194" " " " j‘
i . 7 small central ; ) 3 i
{ N ‘ . ’ upper panel 12" By 35" - “
- '+ 1946 The Furnaces . 613" by 44 3/4" noow 2
: ' .
L, *
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