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Abstract

‘A Patchwork from the Ragbag of History’

The Contribution of British Artists to Garden Design
1890-1980
Many books and articles have been written about art in the garden, artists who
painted gardens and artists who gardened. In recent years several British art
galleries have held exhibitions that have featured garden paintings. However,
the focus has been on the paintings and their artists, rather than the design of
the gardens depicted.

During the period under study, a time of social, cultural and economic
change, many British artists designed gardens for themselves and for others.
Although earlier studies have assessed the garden designs of some British
artists during this period, there has been no overall assessment of their
contribution to garden design and garden history. This study has sought to
address this and to consider whether artist-gardeners as a distinct group

should be accorded greater recognition. -

Key words: artist-gardeners, garden artists, garden paintings, garden design,
garden history
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[https://www.wikigallery.org/wiki/painting_242899/Alfred-Parsons/A-
Kitchen-Garden%2C-Frome%2C-Somerset]

179

3.16

75 Eaton Road, Ealing (1883)
Dobson, Austin Dobson: Some Notes

180

317

Moat Cottage, Gravetye Manor (circa 1886)

BW
[www.historicengland.co.uk/AL0356/038]

181

3.18

Espaliered Fruit Trees, Gravetye Manor (2018)

182

3-19

Clouds House (1904)

BW
[http://www.countrylifeimages.co.uk/Image.aspx?id=cbe84cb7-62e0-41{f-8d93-
gdof2dag372b&rd=2]clouds%20house||1|20]16|150]

182

3.20

Ellen Terry and her Daughter in the Garden (1892)

BW
[http://archive.org/details/StrandMagazine23/page/n53/mode/1up?q=towe]

183

3.21

Abbot’s Grange (1890-1900)
BW

[https://transatlanticmodernbroadway.wordpress.com/abbots-grange]

184

3.22

The Flowery Way Abbot’s Grange to Russell House (1911)
BW
CL (14 January)

185

3-23

Loggia and Hardy Plant Borders (1911)
BW
CL (14 January)

186

3.24

Alfred Parsons
The Courtyard, Russell House (Exhibited 1922)

Watercolour, 36 x 53 cm
[http://broadwayartsfestival.com/wp-
content/uploads/2013/10/BAF_40pp_ catalogue_2012_ LR.pdf]

187

3-25

Bishopswood House, Ross-on-Wye (1898)
[https://www.herefordshire.gov.uk/archives/SC00451]

188

3.26

Bishopswood Tower (2007)

BW
[http://www.rosscivic.org.uk/index.php?page=civic_510-
The_ Bishopswood_Tower]

188

3-27

The Coppice (1908)
[http://www.archive-images.co.uk/gallery/Archive-Images-of-Wyeside-
Villages/image/2/Bishopswood]

189
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3.28

The Estate, Bishopswood (1900)

BW
[http://www.bishopswoodhouse.co.uk/history]

190

3-29

View from The Coppice (2018)

191

3-30

Steps to the Formal Garden (2018)

192

3.-31

Looking Towards Another Terrace (2018)

193

3-32

Formal Garden (2018)

193

3-33

Sundial (2018)

194

3-34

Oval Pond (2018)

194

3-35

Garden and Pool, Court Farm (Undated)
Sepia
Postcard

195

3.36

View Towards the Wilder Area of Court Farm (1924)
Lantern slide
LL

196

3-37

Garden, Lamb House (1912)
[http://www.nationaltrustcollections.org.uk/object/204222.1
BW]

197

3.38

Provost’s Rose Garden, Worcester College, Oxford (1908)
BW

[https://www.pictureoxon.com/2-0-photographic-collections.php]

198

3-39

Provost’s Rose Garden from above (2007)
[http://www.countrylifeimages.co.uk/Image.aspx?id=79799aba-8a64-43e2-
8d42-054c057a0182&rd=2|Alfred%20parsons||1]20[40]150]

199

3.40

Pillar Yews surrounding the Provost’s Rose Garden (2019)

199

3.41

Welbeck Abbey from the Lily Pool
Sepia (Undated)
Postcard

201

3.42

Flower Beds’ Design, South Terrace, Welbeck Abbey (Undated)
BW
Hammerton (Edited), Wonderful Britain, Volume 4

202

3-43

Golden Yews and Flower Beds, East Terrace (1910)
BW
Gardeners’ Magazine (11 July)

203

3.44

Rose Garden (Undated)
BW
Postcard

203

3-45

Herbaceous Border (1911)

Autochrome
[www.harleygallery.co.uk]

204

3.46

Pergola and Lily Pool (1928)
BW
CL (27 October)

205

3-47

Section of the Pergola (1911)

Autochrome

[http://nottinghamshirenotes.blogspot.com/2016/09/the-lost-gardens-of-
welbeck-abbey.html]

205

3.48

Harleyford Manor (1910)
BW
CL (6 June)

206

3-49

Rose Arches, Harleyford Manor (1904)
BW
Gardeners’ Magazine (30 January)

207
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3.50

Rose Bower, Preston Hall (1904)
BW
Nick Cox Associates, ‘Preston Hall’

208

3.51

Double Herbaceous Border, Harleyford Manor (1910)
BW
CL (4 June)

208

3.52

Double Herbaceous Border, Abbots Ripton Hall (Undated)

[www.abbotsriptonhall.co.uk]

209

3-53

Alfred Parsons
A Garden near the Thames (Undated)

Watercolour, dimensions unknown
[https://www.paintingandframe.com/prints/alfred_parsons_a_garden_near_th
e_thames-4180.html]

210

3-54

Battledene, Wash Common, Newbury (1923)
BW
CL (21 July)

211

3-55

Old Espaliered Apple Tree, Great Chalfield Manor (2017)

211

3.56

Wild Garden, Battledene (1923)
BW
CL (21 July)

212

3-57

Japanese-style Water Garden, Bryngarw (1940)

BW

[https://commons.wikimedia.org/wiki/File:Bryngarw_ Country_Park,_Oriental
_Garden_ circa_1940.jpg]

213

3.58

Great Chalfield Manor (1908)
BW
CL (15 August 1914)

214

3-59

View from the Moat (2017)

215

3.60

Alfred Parsons
Site Plan (1907)
Wiltshire History Centre, 3581 MS

216

3.61

Details of Levels (1907)
3581 MS

217

3.62

Alfred Parsons
Site Plan (1908)
3581 MS

218

3.63

Alfred Parsons

Plan of Upper Terrace (1907)
[https://www.ntprints.com/image/384857/garden-plan-by-alfred-parsons-c-
1907]

219

3.64

Paved Upper Terrace
(2017)

220

3.65

Alfred Parsons
Design for the Pool (1910)
3581 MS

220

3.66

Pool and Fountain (2017)

221

3.67

Alfred Parsons
Fountain Design (1910)
3581 MS

221

3.68

Alfred Parsons
Garden Plan and Plant List (1910)
3581 MS

222

3.69

Terraces near the House (2017)

223

3.70

Lateral View of the Terraces (2017)

223
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3-71

Alfred Parsons
Section of Dry Stone Wall (1907)
3581 MS

224

3.72

Steps and Dry Stone Wall (2017)

225

3-73

View from Milton Lodge across to Glastonbury Tor (2018)

226

3-74

Alfred Parsons
Plan of Lower Terraces, Milton Lodge (1913)
Somerset Heritage Centre, TD\DD/49/9, Milton Lodge

227

3-75

Sectional View, Garden House Steps (1913)
TD\DD/49/9, Milton Lodge

228

3.76

Garden House and Stairs (2018)

228

3-77

Italian Garden and Pergola, Florham (Undated)
[https://www.facebook.com/FriendsofFlorhamNJ/photos]

229

3.78

Sectional View of the Pergola

Friends of Florham (Undated)
[https://www.facebook.com/FriendsofFlorhamNJ]

230

3-79

House and Garden, Luggershill (2018)
[https://media.onthemarket.com/properties/2688585/doc_0_ 4.pdf]

230

3.80

Alfred Parsons
Garden at Luggershill (circa 1912-20)

Watercolour, 44.5 X 59.5 cm
[http:www.broadwayartsfestival.com]

232

4 Contemporary But Historic

No

Figure

Page

Cover

Lawrence Johnston
Flower Painting (Undated)
NT

235

4.1

Lawrence Johnston (Undated)
BW
Nice Historique (1995)

237

4.2

Lawrence Johnston
Red Border

Details unknown
NT

240

4.3

Red Border and Gazebos (circa 1910)
BW
Clarke, Hidcote: The Making of a Garden

240

4.4

Lawrence Johnston
Lime Avenue towards Hercules (Undated)
NT

241

4.5

View towards Hercules (2018)

242

4.6

Rex Whistler

Map, Port Lympne (1933)

BW
[https://www.flickr.com/photos/naturesam/8585877734]

242

4.7

Tent Room, Port Lympne (1933)

BW
[http://www.countrylifeimages.co.uk/Image.aspx?id=8068200a-5fa2-484f-
bd2a-b71450c5¢71d&rd=2|port%20lympne||1]|20|46]|150]

243

4.8

Pavilion Ceiling Decoration, Hidcote (2018)

244
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4.9

Italian Shelter (2018)

244

4.10

Loggia
Chateau d’Auppegard (Undated)
[https://www.pinterest.co.uk/pin/264164334363760133] Tate archives]

245

4.11

Mount Stewart Visitors’ Book (1929)
Archive, Mount Stewart

246

4.12

Loggia
Spanish Garden, Mount Stewart (2018)

246

4.13

Loggia’s Interior (2018)

247

4.14

Shelter, Dodo Terrace, (2018)

247

4.15

Magnolia delavayi

Nelson Cottage, Cheltenham (1946)

BW
[http://www.countrylifeimages.co.uk/Image.aspx?id=6d729911-fd35-4e9b-
9boge-daoifsb7bs9e&rd=2|Nelson%20cottage||1]20|2]150]

248

4.16

Lawrence Johnston
Unknown Garden (1928)
NT

249

4.17

Lawrence Johnston
Bed Hangings, Mount Stewart (1929)
NT

249

4.18

Watering Can (1934)
BW
Page, ‘Hidcote Microcosm’

250

4.19

Rock Garden

Woodyville Lodge, Little Shelford (2013)

BW

Pearson, Lawrence Johnston: The Creator of Hidcote

251

4.20

Hidcote Manor (1907)
BW
NT

252

4.21

Garden (Early 1900s)
BW
NT

253

4.22

Mawson’s Design for an Entrance Drive
Art & Craft of Garden Making

254

4.23

Circular Lawn (2018)

255

4.24

Topiary Peacocks (circa 1914)
BW
NT

256

4.25

Topiary Peacocks

Court Farm, Broadway (2013)
[https://www.cotswoldlife.co.uk/out-about/places/coming-up-roses-in-
the-cotswolds-broadway-worcestershire-1-1927571]

257

4.26

Le Petit Trianon, Versailles (1913)
Triggs, Gardencraft in Europe

257

4.27

Stilt Garden (1930)
BW
CL (22 February)

258

4.28

Red Borders with Pampas Grass (1930)
BW
CL (22 February)

259
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4.29

Red Borders with Lychnis coronaria alba (1948)
House & Garden, (April)

260

4.30

Old Garden and Sundial (1915)
Autochrome
CL (9 March 2000)

261

4.31

0Old Garden Paved (1930)
BW
CL (22 February)

261

4.32

Original Bathing Pool Garden (circa 1912)
BW
NT

262

4.33

Reconstructed Bathing Pool Garden (1930)
BW
CL (23 August)

263

4.34

Entrance to the Bathing Pool Garden (June 1929)
BW

[ https:/ /www.chippingcampdenhistory.org.uk/wp-
content/uploads/2018/11/Signpost-9-final-6.pdf]

263

4.35

Mrs Winthrop’s Garden (circa 1920))
BW
NT

264

4.35

Glimpse of the Pillar Garden (1948)
BW
House & Garden (April)

265

4.36

Pillar Garden’s Design (2018)

265

4.37

Peonies in the Pillar Garden (1930)
BW
Pearson, Lawrence Johnston

266

4.38

Rock Bank (1930)
BW
NT

267

4.39

The Wilderness (1930)
BW
CL

268

4.40

Flamingos at Hidcote (1930)
BW
NT (22 February)

270

4.41

Winter Plant House (1930)
BW
CL (22 February)

271

4.42

Tugela, Natal (1927)
BW
Ingram, A Garden of Memories

271

4.43

View from the Pavilion (1930)
BW
CL (22 February)

276
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5 Influencer or Influenced

No

Figure

Page

Cover

Parceval Hall, Yorkshire (2017)

278

5.1

Lawrence Johnston (1938)
BW
NT

279

5.2

George Frederic Watts

Norah Lindsay (1890)

Oil-on-canvas, 91.5 X 72.6 cm
[https://onlineonly.christies.com/s/face-time-people-art-through-ages/george-
frederick-watts-o-m-r-a-london-1817-1904-compton-19/87930]

280

5-3

Sutton Courtenay (1904)
BW
CL (6 February)

281

5.4

Norah Lindsay Designed Borders, Port Lympne (1936)
BW
CL (14 March)

283

5:5

William Shute Barrington (Undated)
BW
Private collection

284

5.6

William Barrington

View of an Unknown House (Undated)
Watercolour, 278 x 180 mm

Private collection

285

5.7

William Barrington

Secluded Cove (Undated
Pencil-on-paper, 155 x 100 mm
Private collection

286

5.8

House and Garden, Southover Grange (1919)
BW
CL (20 December)

287

59

Borders at the Back of the House (1923)
BW
CL (13 January)

288

5.10

Natural Pool and Informal Planting (1923)
BW
CL (13 January)

288

5.11

Part of the Walled Garden, Nether Lypiatt Manor (1934)
BW
CL (19 May)

289

5.12

Enclosed Garden (1934)
BW
CL (19 May)

290

513

View of the Enclosed Garden (1934)
BW
CL (19 May)

290

5.14

William Barrington
Proposed Flower Border, Hurstlands (1952)
Private collection

292

515

Cold Ashton Manor (1925)

BW
[http://www.countrylifeimages.co.uk/Image.aspx?id=5b2b8dd5-15a2-4347-
a7d5-e266171682ec&rd=2| COLD%20ASHTON] |1|20]6]150]

293
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5.16

Rectangular Yew Enclosed Bathing Pool, Cothay Manor (1933)
BW
CL (19 August)

204

517

Circular Pool, Cothay Manor (2017)

204

5.18

Circular Pool. Julians (1947)
BW
CL (27 June)

295

519

Circular Pool, Knightstone Manor (1950)
BW
CL (8 September)

295

5.20

Double Herbaceous, Borders, St Nicholas (1936)
BW
CL (12 December)

206

5.21

Double Herbaceous, Borders, Newby Hall (2017)

297

5.22

Enclosed Garden with Circular Pool, Newby Hall (2017)

297

523

Edith Wharton at Pavilion Colombe (1934)

BW
[https://theberkshireedge.com/connections-46/]

208

5.24

Blue Garden

Pavillon Colombe (1925)

BW
[https://www.loc.gov/item/93517220]

299

525

Courtyard
Chateau Sainte-Claire (1928)
CL (3 November)

300

5.26

Border of Orange Freesias (1928)
BW
CL (3 November)

300

527

Walter Sickert
Anna Hope Hudson (circa 1910)

Oil-on-board, dimensions unknown
[https://www.tate.org.uk/art/ research-publications/camden-town-group/nan-
anna-hope-hudson-r1105358]

301

5.28

Anna Hope Hudson
Chateau d’Auppegard (after 1927)
Oil-on-board, 462 x 382 mm

[https://www.tate.org.uk/art/research-publications/camden-town-group/anna-
hope-hudson-chateau-dauppegard-r1136016]

302

6

Gardeners of a Different Kind

No

Figure

Page

Cover

Frank Galsworthy

Primula Blue Peter (19 April 1948)

Watercolour, 38 x 26 cm
[https://www.ewbankauctions.co.uk/20170323F2-lot-1274-Frank-Galsworthy-
1863-Primula-Blue-Peter-signed-watercolour-38cm-x-26¢cm]

305

6.1

The Matterhorn
Friar Park (1905)
BW

CL (5 August)

306
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6.2

Thomas Henry Hunn
Rock Garden, Friar Park (1910
Watercolour, dimensions unknown

[https://www.watercolourworld.org/painting/rock-garden-friar-park-
tww0049c1]

307

6.3

Ellen Willmott’s Rock Garden, Warley Place (1909)
BW
Willmott, Warley Place in Spring and Summer

308

6.4

John Gray

E A Bowles (1945)
Oil-on-canvas, 81.5 x 67 cm
LL

309

6.5

Myddelton House (1908)
BW
The Garden (15 February)

310

6.6

E A Bowles

Crocus aureus (March 1895)
[https://www.eabowlessociety.org.uk/crocus?lightbox=dataltem-ja85n0d820]

312

6.7

E A Bowles
Collection of Flowers (1933)

Watercolour, 57 x 35 cm
LL

313

6.8

E A Bowles
Myddelton House Garden

Watercolour, details unknown
LL

313

6.9

Stone Seat, River Terrace (1911)
BW
Bowles, My Garden in Autumn and Winter

316

6.10

The Irishman’s Shirt Pillar (Undated)
[https://www.eabowlessociety.org.uk/gallery]

317

6.11

Lead Ostrich (1909)
BW
Weaver, English Leadwork: Its Art & History

317

6.12

E A Bowles
Pergola, Gravetye Manor

Watercolour, date/dimensions unknown
LL

318

6.13

Pergola and Surrounding Garden (1909)
BW
The Garden (June)

318

6.14

Market Cross (1909)
BW
LL

320

6.15

Iris Walk (1910)
BW
LL

321

6.16

E A Bowles
New River Terrace

Watercolour, date/dimensions unknown
LL

322
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6.17

New River Terrace (1915)
BW
The Queen

322

6.18

Corylus avellana ‘Contorta’ (Undated)
BW
Allan, Bowles & His Garden

324

6.19

Alpine Meadow (2017))
[https://www.eabowlessociety.org.uk/single-post/2020/06/03/jos-2017-review]

328

6.20

Rock Garden (1910)
BW
Gardeners’ Magazine (January)

329

6.21

Reginald Farrer (Undated)
BW

[https://www.alpinegardensociety.net/reginald-farrer]

330

6.22

Reginald Farrer
Gentiani farreri (1915)

Watercolour, dimensions unknown
[https://www.rhsimages.co.uk/LIB0003233]

332

6.23

Reginald Farrer
Meconopis lepida (1914)
[https://huh.harvard.edu/files/22_2_ 157 yoshida_sun.pdf]

332

6.24

Euphemia Farrer (1839-1931)
Ingleborough Hall (1893)
Watercolour-and-pencil, dimensions unknown

[ https://www.artwarefineart.com/gallery/ingleborough-hall-clapham-yorkshire-
dales-august-12th-1893]

333

6.25

Rock Garden, Ingleborough Hall (Undated)
Sepia
Royal Botanic Garden, Edinburgh

334

6.26

Upper Waterfall, Rock Garden, Wisley (1912)
BW
Elliott, “The British Rock Garden in the Twentieth Century’

335

6.27

Moraine Garden, Brockhurst Park (1924)
BW
The Garden (16 February)

336

6.28

Highdown, Goring-by-Sea (1937)
BW
CL (20 February)

336

6.29

Frank Galsworthy (1920s)

BW
[https://www.npg.org.uk/collections/search/person/mp98305/frank-
galsworthy]

337

6.30

Frank Galsworthy

Fontaine de I'Observatoire. Jardin du Luxembourg (1912)
Watercolour-over-graphite, 26.8 x 37.5 cm
[https://www.metmuseum.org/art/collection/search/363607]

359

6.31

Frank Galsworthy
Among the Marshes, South Carolina (1928)

Watercolour, 37.5 X 53.7 cm
[https://www.feolifineart.net/imgdetail.php?id=689]

339

6.32

Frank Galsworthy
Tulips (1926)
Watercolour, 73 x 53 cm

[http://www.artnet.com/artists/frank-galsworthy/tulips-
oTfi4lveaJEmayxzedQAsw2]

340
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No | Figure Page
6.33 | Frank Galsworthy 341
Anemones (1920)
Watercolour, 24 x 41 cm
[https://www.lotsearch.net/lot/frank-galsworthy-british-born-1863-40571790]
6.34 | E A Bowles 341
Anemones
Watercolour, date/dimensions unknown
[http://www.leevalleypark.org]
6.35 | Formal Garden, Green Lane Farm (1933) 342
BW
CL (2 December)
6.36 | Lily Pool and Sunken Garden (1933) 343
BW
CL (2 December)
6.37 | Natural Areas Beyond the Formal Garden (1933) 343
BW
CL (2 December)
6.38 | Informal Garden in Summer (1933) 343
BW
CL (2 December)
6.39 | Daffodil Walk in Spring (1933) 344
BW
CL (2 December)
6.40 | Beatrix Stanley 346
Canna Lilies (1931)
Watercolour, dimensions unknown
LL
Section II: The Long Afternoon 1918-1939
Introduction
No | Figure Page
Cover | Mark Gertler 348
The Pond Garden, Garsington Manor (1916)
Oil-on-canvas, 32 x 42 cm
[https://www.piano-nobile.com/artists/32-mark-gertler/works/20/]
1 Philip Tilden (October 1925) 350
BW
[https://www.npg.org.uk/collections/search/portrait/mw91432/Philip-Tilden]
2 Italian Garden, Garsington Manor 351
BW
CL (18 March 1982)
3 Mark Gertler 352
The Garden, Garsington Manor (1918)
Oil-on-canvas, 40.6 cm X 50.8 cm
[http://www.artnet.com/artists/mark-gertler/the-garden-garsington-manor-
v92fBHQmuE_kSYczpyXnng2]
4 Loggia and Garden Steps (1925) 352

BW
CL (18 March 1982)
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Norah Lindsay Designed Herbaceous Border, Fort Belvedere

(1930s)
[https://thegardenstrust.blog/2019/01/19/gardens-through-the-letterbox]

353

John Singer Sargent

Sir Philip Sassoon (1923)

Oil-on-canvas, 95.5 X 58)
[https://www.tate.org.uk/art/artworks/sargent-sir-philip-sassoon-no5052]

354

Swimming Pool and Fountain looking towards Romney Marsh
Port Lympne (1923)

BW
[https://www.countrylifeimages.co.uk/ResizedImages/VeryLarge/1135031.jpg]

355

Double Herbaceous Borders (1929)
BW
CL (9 October)

356

Striped Garden (1929)
BW
CL (9 October)

357

10

Herbaceous Borders, Trent Park (1931)
[http://www.countrylifeimages.co.uk/ResizedImages/VeryLarge/540489.jpg 1

358

11

Advertisement, Trentham Hall (1912)
BW
CL (20 April)

359

12

Nackington House (1914)
BW
CL (17 April)

360

13

London Metropolitan Railway Poster (1914)
[https://www.alamy.com/stock-photo-metro-land-london-underground-1914-
poster-for-the-metropolitan-line-22795992.htm]

360

14

Douglas Constable
Gone Fishing in Metroland (1932)

[https://www.ltmuseumshop.co.uk/posters/print-to-order/fishing-in-metro-
land]

362

15

Gabriel Guevrekian

Drawing for Le Jardin d’Eau et de Lumiere (1925)
[http:www.tehranprojecs.com]

363

16

Revolving Globe, Le Jardin d’eau et de lumiére (1925)
BW
The Modernist Garden

364

17

Cubist Garden, Villa Noailles (1927)
BW
The Modernist Garden

364

18

Villa Noailles, Grasse (2014)

365

19

Paul Nash

The Menin Road (1919)

Oil-on-canvas, 1,828 x 315 mm
[https://www.iwm.org.uk/collections/item/object/20087]

368

20

Samuel Palmer (1805-1881)
In a Shoreham Garden (circa 1830)

Watercolour, 28.2 ¢ 22.3 cm
[https://collections.vam.ac.uk/item/017825/in-a-shoreham-garden-
watercolour-samuel-palmer]

368
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7

Looking Backwards, Looking Forwards

No

Figure

Page

Cover

Aubrey Waterfield

Lilies

Oil, Date/dimensions unknown
[https://www.lunigianese.org/Atti2008/9aw3corattigcompresso.pdf]

370

7.1

Ella Du Cane (1902)
BW
Girls’ Realm (August)

371

7.2

Braxted Park (2015)
[https://www.countrylifeimages.co.uk/ResizedImages/VeryLarge/5461745.jpg]

372

7-3

Mountains from the Dell (1925)
BW
CL (2 March)

373

7.4

Ella Du Cane
Rose Garden, White Lodge, Richmond (Undated)

Watercolour, 27.4 X 40.6 cm
[https://www.rct.uk/collection/919725/the-rose-garden-at-white-lodge-
richmond]

373

7-5

Ella Du Cane
Cawdor Castle (circa1900)

Watercolour-and-pencil, 43.9 ¢ 29.2 cm
[http://www.artnet.com/artists/ella-du-cane/a-tower-in-an-ornamental-
garden-jDkKRPkWU1fBfcqlgZbXJOw2]

375

7.6

Ella Du Cane
Blickling Hall (circa 1900)
Girls’ Realm (August 1902)

375

7.7

Ella Du Cane

Japan and Ceylon: An Exhibition of Scenery (1904)
BW

Catalogue

376

7.8

Official Guide for the Japan-British Exhibition (1910)
[https://wolfsonianfiulibrary.files.wordpress.com/2011/11/xc2011-08-2-
40_000.jpg]

377

7-9

Ella Du Cane
Wistaria Kyomidzu (1908)
Flowers & Gardens of Japan

377

7.10

Ella Christie in her Japanese Garden (1933)
BW
[https://www.cowdengarden.com/the-garden/history]

378

7.11

Japanese Garden, Clingendael (Undated)
[https://www.locationscout.net/netherlands/10052-japanese-garden-in-park-
clingendael-the-hague]

379

7.12

Sundial and Paved Area, Mountains (1925)
BW
CL (14 March)

380

713

Double Herbaceous Borders, Mountains (1925)
BW
CL (14 March)

380

7.14

Ella Du Cane
Azaleas (1908)
Flowers & Gardens of Japan

381
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7:15

Ella Du Cane
Iris Garden (1908)
Flowers & Gardens of Japan

381

7.16

Thatched Garden House and Irises (1925)
BW
CL (14 March)

382

717

Ella Du Cane
Irises, Hori Kiri (1908)
Flowers & Gardens of Japan

382

7.18

Plan of the Garden, Mountains (1925)
CL (14 March)

383

7-19

Valley Garden, Mountains (1925)
BW
Bradley-Hole, Lost Gardens of England

383

7.20

Woodland Garden, Kyoto (2017)

384

7.21

Beacon Hill House (1925)
BW
CL (2 May)

384

7.22

Formal Garden and Lily Pool (1925)
BW
CL (2 May)

385

7-23

Ella Du Cane
Spring Garden, Beacon Hill House
Coutts, Everyday Gardening

386

7.24

Ella Du Cane
The Well, Beacon Hill House (1925)
CL (2 May)

386

7-25

Well-Head in the Wild Garden (1925)
BW
CL (2 May)

386

7.26

A Summer Garden (Undated)

Watercolour-and-pencil, 43 x 29 cm
[http://www.artnet.com/artists/ella-du-cane/a-summer-garden-
CuQLOmIFvu3PoskOijzO7A2]

387

7.27

Standard Box (1925)
BW
CL (14 March)

387

7.28

Aubrey Waterfield
Self-Portrait (Undated)
Waterfield, Castle in Italy

388

7-29

Aubrey Waterfield
Magnolia stellata, Mural, Poggio Gherado (1930s)

Details unknown
[https://www.lunigianese.org/Atti2008/9aw3corattigcompresso.pdf]

390

7.30

Aubrey Waterfield

Robert Calverley Trevelyan (1900)
Oil-on-canvas, 700 x 810 mm
[http://www.nationaltrustcollections.org.uk/object/584428]

391

7.31

Aubrey Waterfield

Emald Lane, Dean of Rochester (1908)

Oil-on-canvas, 26.4 X 40.64 cm

[ https://www.worthpoint.com/worthopedia/aubrey-waterfield-painting-1908-
245670033]

391
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7.32

Aubrey Waterfield
Carrara Mountains from Ligastrella Campsite

Details unknown
[https://www.lunigianese.org/Atti2008/9aw3corattigcompresso.pdf]

392

7-33

Aubrey Waterfield

Painting Murals, Aulla (Undated)
BW

Castle in Italy

394

7-34

Aubrey Waterfield

Daphne imperialis (1933)

BW

University of Liverpool Special Collections RP XXXV.1.385

395

7-35

Aubrey Waterfield
Magnolias

Details unknown
[https://www.toscanafilmcommission.it/luoghi/fortezza-del-brunella]

395

7.36

Aubrey Waterfield
Nonington Mill (1942)
Pencil-and-watercolour, 35.8 x 50.8 cm

[http://collections.vam.ac.uk/item/0596775/nonington-mill-watercolour-
waterfield-aubrey-w]

396

7.37

Margaret Waterfield
May Tulips, Nackington (1905)
Waterfield, Garden Colour

397

7.38

Loggia in the Walled Garden, Northbourne Court (1925)
BW
CL (13 June)

398

7-39

La Fortezza della Brunella (Undated)
[https://www.toscanafilmcommission.it/luoghi/fortezza-del-brunella]

399

7.40

Aubrey Waterfield
Fortezza del Brunella

Details unknown
[https://www.lunigianese.org/Atti2008/9aw3corattigcompresso.pdf]

400

7.41

Wisteria Clad Entrance (Undated)
BW
A Tuscan Childhood

401

7.42

Castle’s Roof Garden (Undated)
[https://www.lunigianese.org/Atti2008/9aws3corattigcompresso.pdf]

402

7-43

Il Tempietto (Undated)
BW
[https://www.lunigianese.org/Atti2008/9aws3corattigcompresso.pdf]

403

7.44

Wooden Pergola

Easton Lodge (1907)

BW
[http://www.countrylifeimages.co.uk/Image.aspx?id=02e7bbas-cefc-4261-
bo8d-7b551d9eb136&rd=2| EASTON%20LODGE||1|20]|8|150]

403

7-45

Poggio Gherado (1909)
BW
Castle in Italy

405

7.46

Aubrey Waterfield

Diany Muir (1930s)

Oil-on-canvas, dimensions unknown
Berridge, Kiftsgate Court Gardens

406
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7-47

Aubrey Waterfield

Paeonia x lemoinii ‘L’Esperance’ (1930s)
BW

RP XXXV.1.385

406

7.48

Villa I Tatti (1900s)
BW
Weaver, A Legacy of Excellence: The Story of I Tatti

407

7-49

La Gamberaia (1900s)
BW
Standish Nichols, Italian Pleasure Gardens

408

7.50

Aubrey Waterfield

Proposed Plan for I Tatti (1909)
Pen-and-ink sketch
[https://www.britishinstitute.it/en/ALS ff9-13]

411

7.51

Aubrey Waterfield’s

Plan (1909)

Pen-and-ink sketch
[https://www.britishinstitute.it/en/ALS ff9-13]

411

7-52

English Meadow (1997)
Legacy of Excellence

412

7-53

Overbury Court (Undated)
BW
[https://tuckdbpostcards.org/items/46574]

413

7-54

Aubrey Waterfield, Kiftsgate Court (1930s)
Watercolour, dimensions unknown
Berridge, Kiftsgate Court Gardens

414

8

Bloomsbury in Sussex

Figure

Page

Cove

Roger Fry

River with Poplars (circa 1912)

Oil-on-wood, 565 x 708 mm
[https://www.tate.org.uk/art/artworks/fry-river-with-poplars-t01779]1

416

8.1

Roger Fry

Self-Portrait (1828)

Oil-on-canvas, 45 x 37 cm
[https://commons.wikimedia.org/wiki/File:Self Portrait_ Roger Fry.jpg]

418

8.2

Roger Fry

Estuary at Blytheborough (1882)
Oil-on-canvas, 65 x 71 cm
[https://orwellpressartpublishing.com/artist.php?id=13]

420

8.3

Roger Fry

View of the Cote d’Azur, Menton (1916)

Oil-on-canvas, 58.8 x 76.5 cm
[https://artuk.org/discover/artworks/view-on-the-cote-dazur-menton-207168]

420

8.4

Roger Fry
Portrait of Virginia Woolf (1932)
Oil-on-canvas, 40.2 x 31 cm

[https://artchive.ru/en/artists/ 62462
~Roger_Fry/works/615203~Portrait_of_Virginia_ Woolf]

421
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8.5

6, The Grove, Highgate
BW
Spalding, Roger Fry: Art & Life

422

8.6

Roger Fry
Poppies and Peonies (1929)
[https://www.wikiart.org/en/roger-fry/peonies-and-poppies-1929]

423

8.7

Views from Durbins (1913-1019)
BW
King’s College, Cambridge, ‘Papers of Roger Fry’. REF/6/8

424

8.8

South Facade, Durbins (Undated)
BW

[https://www.surreyarchives.org.uk/collections/getrecord/SHILL_CC1101_3_7
2_386]

425

8.9

Pamela Diamand
Plan of Durbin’s Garden (1949)
REF/13/24

426

8.10

Plants for Durbins
Munstead Wood Nursery (1911)
Godalming Museum

427

8.11

Goldfish Pool, (1913-1919)
BW
[https://twitter.com/harriet__moore/status/840991391199166464/photo/1]

428

8.12

Lower Pool (1913-1919)
BW
REF/6/9

428

8.13

Pergola (1913-1919)
BW
REF/6/9

429

8.14

Fry’s Children, Pamela and Julian with Duncan Grant and Troth
Swinburne (1910)

BW

REF/6/9

429

8.15

Roger Fry

Garden at Durbins (1915)

Oil-on-canvas, 46.7 X 75.9 ¢cm
[https://collections.britishart.yale.edu/vufind/Record /16658271

430

8.16

Vanessa Bell

Hog’s Back from Durbins (1911)

Oil-on-canvas, 25.5 X 35.5 cm
[http://www.artnet.com/artists/vanessa-bell/the-hogs-back-from-durbins-
2Xqm4Pm7MFeWwyfwIAFVhw2]

431

8.17

Eric Gill

The Virgin (1912)

BW

Collins, Eric Gill: The Sculptor

432

8.18

Henri Gaudier-Brzeska
Model for a Bird Bath (1914)
Plaster cast in bronze, 27.3 cm high

[https://www.christies.com/lotfinder/Lot/henri-gaudier-brzeska-1891-1915-
garden-ornament-1-bird-6113833-details.aspx]

432

8.19

Roger Fry
Ornamental Garden, 7 Dalmeny Avenue (1929)

Oil-on-canvas, 34 x 39 cm
[https://artuk.org/discover/artworks/the-ornamental-garden-of-no-7-dalmeny-avenue-
133212]

433

32




Figure

Page

8.20

Roger Fry

London Garden (1921)

Woodcut, 218 x 152 mm
[https://www.goldmarkart.com/art-for-sale/the-london-garden]

433

8.21

Vanessa Bell
Self-Portrait (1961)
Oil-on-canvas, 48 x 39 cm

[http://www.charlestoncollection.org.uk/index.asp?page=item&mwsquery=
{Identity%20number}={CHA/P/64]

434

8.22

Vanessa Bell
Abstract Composition (1914)

Oil-on-canvas. 55.1 X 43,7 cm
[https://www.moma.org/interactives/exhibitions/2012/
inventingabstraction/?work=40]

435

8.23

Duncan Grant

Self-Portrait (circa 1909)

Pencil-on-paper, 19.7 x 17.8 cm
[https://www.piano-nobile.com/exhibitions/60/works/artworks3396]

437

8.24

Duncan Grant

David Garnett in Profile (1914)

Oil-on canvas, 67 x 38.8 cm
[https://www.google.com/search?q=duncan+grant.+artistic+style&client=safari
&rls=en&sxsrf=ALeKko2wroBIyJLGs-
pdXtSziWwmdnjdtFQ:1604241990371&source=Inms&tbm=isch&sa=X&ved=2ah
UKEwiBo-CPy-

HsAhUMYSAKHQYMA38Q AU0AX0ECAsQAw&biw=1259&bih=629]

437

8.25

Duncan Grant

Collage (1916)

Details unknown
[https://www.charleston.org.uk/tag/roger-fry]

437

8.26

Charleston Farmhouse (1900)
BW

[http://www.charlestoncollection.org.uk/index.asp?page=image&mwsquery
={Identity%20number}={CHA/PH/216]

438

8.27

Rectangular Pool, Charleston Farmhouse (2019)

439

8.28

Friends in the Walled Garden (1920s)

BW

[https://www.messynessychic.com/2017/03/31/twisted-love-affairs-of-the-lost-
generation-of-english-eccentrics/]

441

8.29

Quentin, Julian and Angelica Bell Performing a Play (1935)

BW

[https://thecharlestonattic.wordpress.com/2015/01/29/the-garden-at-
charleston]

441

8.30

Duncan Grant

Lessons in the Orchard (1917)
Details unknown

Bell & Nicholson, Charleston

442

8.31

Vanessa Bell

Angelica Reading by the Studio Door (1930s)
Details unknown

Arnold, Charleston Saved

442

8.32

Vanessa Bell

The Pool (circa 1916)

Oil-on-canvas, 29.5 x 34.8 cm
[http://www.charlestoncollection.org.uk/index.asp?page=item&mwsquery={Ide
ntity%20number}={CHA/P/78}]

443
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8.33

Duncan Grant
The Pool (1920)

Oil-on-canvas, 457 x 762 mm
[https://www.tate.org.uk/art/artworks/grant-landscape-sussex-no5075]

443

8.34

Roger Fry
The Barn and Pond (1918)
[https://artuk.org/discover/artworks/the-farm-pond-charleston-22613]

444

8.35

The Pool, Charleston Farmhouse (2019)

444

8.36

Duncan Grant

Garden Path in Spring (1944)

Oil-on-canvas, 913 x 832 mm
[https://www.tate.org.uk/art/artworks/grant-garden-path-in-spring-to5757]

445

8.37

Vanessa Bell

Goldfish Pond (1939)

Oil-on-canvas, 35.6 X 35 cm
[http://www.artnet.com/artists/vanessa-bell/the-goldfish-pond-
charleston-TEnciyKqlDLeEXaqSbygEg2]

445

Duncan Grant

Walled Garden (1965)

Oil-on-canvas, 29.9 X 60 cm
[http://www.charlestoncollection.org.uk/index.asp?page=item&mwsque
ry=%7BIdentity%20number%7D=%7BCHA/P/274%7D]

446

8.39

Vanessa Bell
Poppies and Other Flowers (1950)

Oil-on-canvas, 61 x 50.8 cm
[https://www.christies.com/lotfinder/Lot/vanessa-bell-1879-1961-poppies-and-
summer-4381008-details.aspx]

447

8.40

Duncan Grant

Still-Life on a Painted Table (Undated)
Oil-on-canvas, 45.7 x 38 cm
[https://www.mutualart.com/Artwork/Still-life-on-a-painted-
table/BDEF12DACASC8B06]

447
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Cover

Paul Nash
Peacock Path (1912)

Pen-ink-watercolour-chalk, 45.7 x 36 cm
[https://www.bonhams.com/auctions/23963/lot/34]

448

9.1

Paul Nash
Proud Paul (1922)
Woodcut, 30.8 x 29.6 cm

[https://collections.vam.ac.uk/item/O1042502/portrait-of-proud-paul-print-
paul-nash6]

450

9.2

Paul Nash
The Three (1911-1912)
Catalogue, Paul Nash

451

9-3

Paul Nash
The Wanderer (1911)

Watercolour-blue chalk, 33.01 x 42 cm
[https://www.britishmuseum.org/collection/object/P_1958-0303-1]

452
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94

Paul Nash

Wittenham Clumps (1913)
Watercolour-ink-chalk, 30.9 x 39.5 cm
Catalogue, Paul Nash

453

9.5

Paul Nash

Spring in the Trenches Ridgewood (1917)
Oil-on-canvas, 609 x 508 mm
[https://www.iwm.org.uk/collections/item/object/20079]

454

9.6

Diagram, High Wire Entanglement (1916)
[https://archive.org/details/knowledgeforwareoolakerich/page/71/mode/1up]

454

9.7

Paul Nash

The Cherry Orchard (1917)
Pen-ink-and-graphite-on-paper, 22.5 x 19 in
[https://www.tate.org.uk/art/artworks/nash-the-cherry-orchard-
101946]

455

9.8

Paul Nash
Kensington Gardens (Undated)

Watercolour, 19.5 x 27.5 cm
[http://www.artnet.com/artists/paul-nash/kensington-gardens-
70bmALIpogstxKqoBDQzng2]

456

99

Paul Nash
Wood Lane House (1912)

Watercolour, 14.2 X 24 cm
[https://www.piano-nobile.com/exhibitions/46 /works/artworks1047]

457

9.10

Paul Nash
The Field Before the Wood (1914-1920)

Ink-pencil-chalk- watercolour, 35.8 x 30.5 cm
[https://www.bonhams.com/auctions/18985/lot/10]

457

9.11

Paul Nash

Summer Garden (1914)
Ink-chalk-and-watercolour, 22.8 x 39.54 ¢cm
Catalogue

457

9.12

Paul Nash

The Edge of the Wood (circa 1919)

Oil-on-canvas, 65 x 70 cm
[https://artuk.org/discover/artworks/the-edge-of-the-wood-41751]

458

9.13

Paul Nash
The Pond

Details unknown
[http://k00179464.blogspot.com/2012/09]

458

9.14

Pantile Cottage

Dymchurch (1920s)

BW
[https://theromneymarsh.net/nash]

459

9.15

Paul Nash
Pantile Cottage (1925)

Pencil-charcoal-crayon-watercolour, 48.9 x 72.4 cm
[https://www.mutualart.com/Artwork/Pantile-Cottage--
Dymchurch/F15674CC06940522]

459

0.16

The Cottage, Iden (1930)

BW
[https://www.tate.org.uk/art/archive/items/tga-7050ph-217/nash-black-and-
white-negative-cottage-iden-sussex]

460
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9.17

Paul Nash
Landscape at Iden (1929)

Oil-on-canvas, 69.8 x 70.8 cm
[https://www.tate.org.uk/art/artworks/nash-landscape-at-iden-no5047]

461

0.18

Crocuses, 3 Eldon Road, Hampstead (1936-1939)

BW
[https://www.tate.org.uk/art/archive/items/tga-7050ph-410/nash-black-and-
white-negative-garden-eldon-road-crocuses-emerging-beside-bench-and-oak]

461

9.19

Paul Nash,

Crocuses (1918)

Pen-and-ink, 40 x 99 mm
[https://www.britishmuseum.org/collection/object/P_1970-0919-94]

462

9.20

Paul Nash

Solstice of Summer (1945)

Oil-on-canvas, 71.3 X 91.4 cm
[https://www.pinterest.co.uk/pin/561120434796922728]

462

9.21

Paul Nash
Flight of the Magnolia (1944)

Oil-on-canvas, 511 X 762 mm)
[https://www.tate.org.uk/art/artworks/nash-flight-of-the-magnolia-t07552]

463

9.22

Peter Coker
John Nash (circa 1970)

Pencil-and-chalk, 290 x 209 mm
[https://www.npg.org.uk/collections/search/portrait/mwo8956 /John-Nash]

464

9.23

Exhibition Catalogue (1913)
[https://fi.pinterest.com/pin/478577897897908104]

466

9.24

John Nash

A Game of Croquet (1913)
Watercolour-and-ink

Lambirth, John Nash: Artist & Countryman

466

9.25

John Nash

French Landscape (1918)
Watercolour-and-pencil, 356 x 381 cm
Lambirth, John Nash

467

9.26

John Nash
Bean Poles in a Field (1918)

Watercolour, 668 x 347 mm
[https://www.iwm.org.uk/collections/item/object/2001]

467

9.27

John Nash
The Cornfield 11918)

Oil-on-canvas, 686 x 762 mm
[https://www.tate.org.uk/art/artworks/nash-the-cornfield-no6074]

468

0.28

John Nash
Meadle in Summer (1930s)

Watercolour-and-pencil, 31 x 38 cm
[https://www.sothebys.com/en/buy/auction/2019/made-in-britain/john-nash-
r-a-meadle-summer]

468

9.29

John Nash,

Canal Bridge, Sydney Gardens, Bath (1927)

Oil-on-canvas, 71.6 X 76.2 cm
[https://artuk.org/discover/artworks/canal-bridge-sydney-gardens-bath-
40195]

469

9.30

John Nash

Six Hills Nursery Catalogue (1926)
Watercolour

Lambirth, John Nash

470
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9.31 | John Nash 471
Antique Flowers (1932)
Hill, The Curious Gardener

9.32 | John Nash 472
The Garden, Wood Lane House (1912)
Ink
312 X 444 mm
[https://bucksgardenstrust.org.uk/artists-gardens-project/artists-gardens-
project]

9.33 | John Nash 472
Sinodon House (1913)
Watercolour-and-pencil, 381 x 279 mm
Lambirth, John Nash

9.34 | John Nash 473
The Garden in Summer (1925)
Watercolour, 381 x 305 mm
Lambirth, John Nash

9.35 | John Nash 473
The Garden under Snow (circa 1925)
Oil-on-canvas, 76.4 X 51.2 cm
[https://artuk.org/discover/artworks/the-garden-under-snow-122576]

9.36 | John Nash 473
View from the Rose Garden (1925)
Oil-on-canvas, 232 X 4.52 mm
Lambirth, John Nash

9.37 | Bottengoms Farm (2015) 474
[http://shandyhallmoths.blogspot.com/2015/10/27-october-2015-
wormingford-moths.html]

9.38 | Profusion at Bottengoms (2014) 475
[http://victoriaconnelly.com/2014/10/mists-and-mellow-fruitfulness]

9.39 | By the South Wall (2000) 475
CL (6 July)

9.40 | John Nash 477
The Barn, Wormingfold (1964)
Oil-on-canvas, 26 x 32 cm
[https://www.royalacademy.org.uk/art-artists/work-of-art/the-barn-
wormingford ?form=objects&index=17&tag=farm&total_entries=20]

9.41 | John Nash 478
Wild Garden in Winter (1959)
Watercolour, 38.1 x 57.5 cm
[https://www.tate.org.uk/art/artworks/nash-wild-garden-winter-t00280]

10  Ordinary Gardens
No | Figure Page
Cover | Evelyn Dunbar 480

Sprout Picking in Monmouthshire (1943)
Oil-on-canvas, 22.8 x 23 cm
[https://artuk.org/discover/artworks/sprout-picking-monmouthshire-204889]

10.1 | Ramblers (1932) 481
BW

[https://www.ltmuseum.co.uk/collections/collections-
online/posters/item/1990-195]
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10.2

London Underground Poster (1933)
[https://www.pinterest.co.uk/pin/3374181970684531520]

481

10.3

Charles Mahoney
Self-Portrait (circa 1960)

Charcoal-on grey-paper, dimensions unknown
[https://www.artsy.net/artwork/charles-mahoney-self-portrait-late-1950-s]

483

10.4

Charles Mahoney

Mural, Morley College (1930)
[https://www.lissllewellyn.com/show-5153-w_ Artist-Charles-
Mahoney A 39__ r.htm]

485

10.5

Evelyn Dunbar
Self-Portrait (1930)
Pencil and watercolour, 56 x 38.1 ¢cm

[https://www.lissllewellyn.com/show-6681-w_ Artist-Evelyn-
Dunbar__ A _19__ r.htm]

486

10.6

The Cedars (circa 1930)
BW
Llewellyn, Evelyn Dunbar: The Lost Works

487

10.7

Evelyn Dunbar

The Cedars, Strood

Details unknown
[https://www.lissllewellyn.com/show-6303-w_ Artist-Evelyn-
Dunbar__ A _19__ r.htm]

487

10.8

Evelyn Dunbar

Family in the Garden (1928)
Oil-and-pencil, 38.2 x 48.5 cm
[http://evelyndunbar.com/6675.htm]

488

10.9

Evelyn Dunbar
Herbaceous Border, The Cedars (1934)

Pencil-pen-and-watercolour, 39.5 x 38 cm
[http://evelyndunbar.com/6678.htm]

489

10.10

Evelyn Dunbar
Apple Blossom at the Cedars (1938-1939)
Oil-on-panel, 31 x 21 cm

[https//evelyn-dunbar.blogspot.com/2017/05/apple-blossom-at-cedars-
19389.html]

489

10.11

Brockley Murals
Evelyn Dunbar: The Lost Works

490

10.12

Charles Mahoney

Study for Fortune and the Boy at the Wall (1933)

Oil-on-paper, 45.7 x 26.7 cm

[https: //www.lissllewellyn.com/show-233-q Evelyn+Dunbar.htm__r.htm]

491

10.13

Evelyn Dunbar
A Country Girl and the Pail of Milk (1933-1934)

Oil-and-plaster, 4.5 x 2.13 metres
[https://evelyn-dunbar.blogspot.com/2s012/05]

491

10.14

Garden Plan (1937)
Dunbar & Mahoney, Gardeners' Choice

492

10.15

Charles Mahoney
Bergenia crassifolia (1937)
Gardeners' Choice

493

10.16

Evelyn Dunbar

Charles Mahoney Sketching (1936)
Details unknown
[https://evelyn-dunbar.blogspot.com/2012/06]

493
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10.17

Charles Mahoney,
Illustration (1937)
Gardeners’ Choice

494

10.18

Evelyn Dunbar
Letter (September 1935)
Campbell-Howes, Evelyn Dunbar: A Life in Painting

496

10.19

Evelyn Dunbar
Letter (Winter 1934-1935)
Campbell-Howes, , Evelyn Dunbar

496

10.20

Evelyn Dunbar

Vegetable Garden, Strawberry Hill (1938)
Oil-on-canvas, 46.3 X 51.2
[https://www.lissllewellyn.com/show-6328-w_ Artist-Evelyn-
Dunbar__ A _19__ r.htm]

496

10.21

Charles Mahoney
View from the Rear Window, Anerley (circa 1922)

Watercolour and ink, 35.54 x 24.6 cm
[https://www.lissllewellyn.com/show-4246-w_Artist-Charles-
Mahoney A 39__ r.htm]

497

10.22

Charles Mahoney
View from the Window at Anerley (1930s)
Ink-and-wash, dimensions unknown

[https://gardenmuseum.org.uk/collection/view-from-a-window-anerley-by-
charlie-mahoney]

497

10.23

Charles & Dorothy Bishop at Oak Cottage (1955)
BW
‘Charles Mahoney’, Fine Art Society Catalogue

498

10.24

Charles Mahoney

Evening at Oak Cottage (1938-1939)
Oil-on-canvas, 46 x 61 cm

Daniels, Art of the Garden

499

10.25

Garden, Oak Cottage (c 1940s)
Daniels, Art of the Garden

500

10.26

Charles Mahoney

Miss Edith Inspects the Sweet Peas (1934)
Oil-on-paper, 35.2 x 27.8 cm
[https://www.lissllewellyn.com/show-7764-s_237.htm]

501

10.27

Charles Mahoney

Allotment, Beside White Hill Pimping Station, Wrotham (1938)
Oil-on-paper, 33 x 25.4 cm

‘Charles Mahoney’, Fine Art Society Catalogue

501

10.28

Charles Mahoney

Vegetable Garden, Oak Cottage (1940)
Oil-on-panel, 25.5 x 35 cm
[https://www.lissllewellyn.com/show-5089-w_Artist-Charles-
Mahoney A 39__ r.htm]

501

10.29

Charles Mahoney
Sunflowers at Oak Cottage (Undated)
Charcoal-carbon pencil, 46.2 x 33.6 cm

[https://www.lissllewellyn.com/show-9501-w_Artist-Charles-
Mahoney A 39__ r.htm]

502

39




No

Figure

Page

10.30

Charles Mahoney
Studies of Giant Sunflowers (Undated)

Ink-and-watercolour, 25.3 x 11.7 cm
[https://www.lissllewellyn.com/show-10390-w_ Artist-Charles-
Mahoney A 39__ r.htm]

502

10.31

Charles Mahoney

The Garden (1950)

Oil-on-canvas, 183.9 x 121.9 cm
[https://www.lissllewellyn.com/show-2926-w_ Artist-Charles-
Mahoney A 39__ r.htm]

502

10.32

Charles Mahoney
Study of Anemones (Undated)

Watercolour, 28 x 25 cm
[https://www.modernbritishartgallery.com/img-2171__s_197.htm]

503

10.33

Charles Mahoney
Thistles in a Glass Jar (Undated)

Pen-ink-and-watercolour, 48.2 x 32.4 cm
[https://www.lissllewellyn.com/show-9792-s_21.htm]

503

10.34

Charles Mahoney

Coronation of the Virgin (Our Lady of Mercy, Autumn) (1942)
Oil-on-paper, 45 x 30 cm
[https://www.bonhams.com/auctions/21719/lot/156]

504

10.35

Charles Mahoney

Father D’Arcy with Two Undergraduates in the Garden
(Undated)

Oil-on-paper, 28.6 x 28.6 cm

‘Charles Mahoney’, Fine Art Society Catalogue

504

11
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Thomas Hennell (1903-1945)
Planting Cabbages (circa 1940)

Watercolour, 37 x 48 cm
[https://www.invaluable.com/auction-lot/thomas-hennell-1903-1945-planting-
cabbage-1555-c-e3fae2dabol]

506

11.1

Edward Bawden
Cross and Brick House, Great Bardfield (Undated)

Watercolour, 220 x 280 mm
[http://fryartgallery.org/the-collection/search-viewer/122/artist/6/Edward-
Bawden-CBE,-RA/1840]

508

11.2

Eric Ravilious
Envelope, Welcoming Bawden’s Wife to Brick House (1932)
Dyson, Artists of Great Bardfield

508

11.3

Eric Ravilious

The Pant Valley, Shalford (Undated)

Watercolour, 494 x 533 mm
[https://fryartgallery.org/the-collection/search-viewer/1417/artist/17/Eric-
Ravilious--/49]

509

11.4

Phyllis Dodd

Eric Ravilious (1929)

Oil, dimensions unknown)
[https://thequietus.com/articles/23614-eric-ravilious-co-the-pattern-of-
friendship-review]

510
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11.5

Eric Ravilious
Fireworks, Midland Hotel, Morecombe (1933)

[https://redrosecollections.lancashire.gov.uk/view-
item?i=276941&WINID=1605777658086]

512

11.6

Eric Ravilious

Mural, Victoria Pier, Colwyn Bay (Undated)
[https://www.dailypost.co.uk/news/north-wales-news/colwyn-bays-victoria-
pier-split-14573551]

512

11.7

Eric Ravilious
Newt Pond (1932)

Watercolour, 40 x 51.5 cm
[https://www.christies.com/lotfinder/Lot/eric-ravilious-1903-1942-newt-pond-
6113898-details.aspx]

513

11.8

Eric Ravilious
Hull’s Mill, Sible Hedingham (1935)
Watercolour, 48 x 53 cm

[https://www.artfund.org/supporting-museums/art-weve-helped-
buy/artwork/9128 /hulls-mill-sible-hedingham]

513

11.9

Eric Ravilious
Caravans (1936)

Watercolour, 43 x 36 cm
[https://www.artfund.org/supporting-museums/art-weve-helped-
buy/artwork/11580/caravans]

514

11.10

Eric Ravilious
The Vale of the White Horse (1939)

Watercolour, 45 x 55 cm
[https://www.tate.org.uk/art/artworks/ravilious-the-vale-of-the-white-horse-
Nn05164]

515

11.11

Eric Ravilious
Edward Bawden in his Studio (1930)
Tempura-on-board, 79 x 82 cm

[https://en.wikipedia.org/wiki/Edward_Bawden#/media/
File:Edward_Bawden_ Working in_His_Studio.jpg]

515

11.12

Edward Bawden
Essex Landscape (1927)

Watercolour, 25 x 43 cm
[https://www.nybooks.com/daily/2018/07/15/the-serious-charm-of-edward-
bawden]

517

11.13

Edward Bawden
Autumn Gales (1932)
Watercolour, 45 x 56 cm
Russell, Edward Bawden,

518

11.14

Edward Bawden
Winter Landscape (1938)

Watercolour, 44.5 x 56 cm
[https://www.piano-nobile.com/artists/1332-edward-bawden /works/2319]

518

11.15

Edward Bawden
Road to Thaxted (1958)
Linocut-with-colour

[https://www.mutualart.com/Artwork/The-Road-to-
Thaxted/40E67E977ADBD6DD]

519

11.16

Edward Bawden
London Underground Poster (1939)

[https://www.ltmuseumshop.co.uk/posters/collections/kewgardens-small]

520
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11.17

Edward Bawden
Palm House, Kew Gardens (1950)

Linocut, 67 x 112 ¢cm, Limited edition of 50 prints
[https://artuk.org/discover/artworks/the-palmhouse-kew-gardens-233719]

520

11.18

Edward Bawden
Derelict Cab (1933)

Watercolour, 25 x 35 cm
[https://inexpensiveprogress.com/1936/brick-house-from-behind]

521

11.19

Eric Ravilious

Garden Path (1934)
Watercolour, 42 x 36 cm
Towner Art Gallery, Eastbourne

522

11.20

Eric Ravilious
Prospect from the Attic (1932)

Watercolour, dimensions unknown
[https://inexpensiveprogress.com/1936/brick-house-from-behind]

523

11.21

Edward Bawden

They Dreamt Not of a Perishable Home, Who Thus Could Build
(1932)

Watercolour, dimensions unknown
[https://inexpensiveprogress.com/1936/brick-house-from-behind]

523

11.22

Charles Mahoney

Barnyard (1930s Or 1950)

Oil-on-canvas, 406 x 356 mm
[https://artuk.org/discover/artworks/barnyard-149008]

524

11.23

Geoffrey Rhoades
Brick House, Great Bardfield (1935)

Watercolour, dimensions unknown
[https://inexpensiveprogress.com/1936/brick-house-from-behind]

524

11.24

Edward Bawden

Garden at Brick House (1930s)
Watercolour, 65 x 70 cm
Russell, Edward Bawden

525

11.25

Eric Ravilious
Garden, Brick House (1933)

Watercolour, 430 x 535 mm
[https://www.apollo-magazine.com/an-outbreak-of-talent-in-great-bardfield]

526

11.26

Edward Bawden
Campion and Columbine (1947)

Linocut, 365 x 296 mm
[https://www.mutualart.com/Artwork/Campions-and-
Columbine/64F25C7B94A31E02]

526

11.27

Edward Bawden
PVC Garden Hose (1961)

Book illustration, 120 x 120 mm
[https://www.royalacademy.org.uk/art-artists/work-of-art/the-pve-garden-
hose]

527

11.28

John Aldridge
Builders at Work, Brick House (1946)

Oil, dimensions unknown
[https://i.pinimg.com/originals/87/5¢/55/875c55ef530fatcecdand99362309ds5f.jpg]

528

11.29

Edward Bawden
Greenhouse (1932)
Watercolour-and-pencil, 46 x 57.9 cm

https://jamesrussellontheweb.blogspot.com/2016/07/edward-bawdens-
greenhouse.html

528
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11.30

Eric Ravilious
Greenhouse with Geraniums and Carnations (1938)

Watercolour, 51 x 30 cm
[https://fryartgallery.org/?hightlights=geraniums-and-carnations]

529

11.31

Edward Bawden
Cat and Greenhouse (1986)

485 x 620 mm
[http://www.fryartgallery.org/the-collection/search-
viewer/?searchID=611&retSearchType=word&retCollectionCount=42]

529

11.32

John Aldridge
Self-Portrait (1946)
Oil, 610 x 510 mm

[https://www.fryartgallery.org/the-collection/search-viewer/300/artist/2/John-
Aldridge-RA/179]

531

11.33

John Aldridge
Coolhurst (1924)

138 x 231 mm, medium unknown
[https://www.fryartgallery.org/the-collection/search-
viewer/1296/artist/2/John-Aldridge-RA/172]

532

11.34

John Aldridge

Deya, The Valley (1933)

Oil-on-canvas, 63 x 78 cm
[https://www.bonhams.com/auctions/18928/lot/33]

534

11.35

John Aldridge

The Pant Valley, Essex (1960)

Oil-on-canvas, 635 x 917 mm
[https://www.royalacademy.org.uk/art-artists/work-of-art/the-pant-valley-
summer-1960]

534

11.36

John Aldridge

Garden at The Place (1948)
[https://alchetron.com/John-Aldridge-(artist)#john-aldridge-artist-b5e626fe-
d7d3-4abs-ac94-0718a40c489-resize-750.jpeg]

536

11.37

John Aldridge

Path to The Place (1973)

Oil-on-board, 61 x 71 cm
[https://www.invaluable.com/auction-lot/john-aldridge-ra-1903-1983-garden-
path-431-c-354edag4e6#]

537

11.38

John Aldridge
Water Garden, Place House (1969)

Oil-on-board, 381 x 555 mm
[https://www.fryartgallery.org/the-collection/search-
viewer/1257/artist/2/John-Aldridge-RA/172]

537

11.39

John Aldridge

Orchard, Place House (1948)
Oil-on-panel, 10.24 x 13.78 in
Dyson, Artists of Great Bardfield

538

11.40

Catalogue, Great Bardfield Open House Exhibition
[http://www.silasclifford-smith.com/the-great-bardfield-artists.html]

539
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Walter Hoyle
Great Bardfield Essex Barn (circa 1957)

Gouache-on-paper, 60 x 60 cm
[http://www.blondesfineart.com/walter-hoyle-painting-for-sale-essex-barn-
gouache]

543

‘England Where Each One Can Work Out His Own Life’ (1940)
BW
Picture Post (July 1940)

546

Frank Newbould
Britain Fight for it Now, South Downs (1942)

Poster
[https://www.iwm.org.uk/collections/item/object/20289]

547

John Piper
Roofscape, Renishaw Hall (1942-1943)

Watercolour-gouache-and-ink, 26.0 x 54,6 cm
[https://www.artsy.net/artwork/john-piper-roofscape-renishaw-hall]

547

John Piper
View from the Roof of St George’s Tower (1941-1944)

Watercolour, 59 x 73 cm
[https://www.rct.uk/john-pipers-views-of-windsor]

548

John Piper
The Englishman’s Home (1951)

Oil, 50 x 16 feet
[https://www.thetimes.co.uk/article/dusting-off-the-long-lost-john-piper-
mural-v2csnb2g8sr]

549

Edward Bawden
Earthly Delights (1946)

Oil-on-panel, 211 x 600 cm
[https://artuk.org/discover/artworks/english-garden-delights-229352]

549

Summer Bedding, Festival of Britain Gardens (1951)
[https://www.alamy.com/stock-photo-battersea-park-on-a-summers-day-the-
park-is-a-200-acre-83-hectare-
114035542.html?pv=1&stamp=2&imageid=003A9D9E-55DB-475F-A7FA]

550

William Gear
Autumn Landscape 1950)

Oil-on-canvas, 100,30 X 73 cm
[https://www.nationalgalleries.org/art-and-artists/517/autumn-landscape]

551

John Minton
Landscape, New Kingston, Jamaica (1950)

Oil-on-canvas, dimensions unknown
[https://pallant.org.uk/whats-on/john-minton-a-centenary]

552

10

John Piper

Harlaxton Manor Through the Gate (1977)

Screenprint, 715 X 534 mm

[https:/ /www.tate.org.uk/art/artworks/piper-harlaxton-through-the-gate-
p05468]

552

44




No

Figure

Page

11

Keith Vaughan
Untitled (1968)
Watercolour-and-pencil, 13.3 x 18.8 cm

[http://www.artnet.com/artists/keith-vaughan/untitled-
FKGvRkBenZtSnFLUcAgp2w2]

553

12

Patrick Heron

Azalea Garden, May 1956 (1956)

Oil-on-canvas, 1,524 x 1,276 mm

[ https://www.tate.org.uk/art/artworks/heron-azalea-garden-may-1956-t03107

553

13

Patrick Heron

Emerald, Violet, Brown, Blue. Orange (1971)

Gouache-on-paper, 59.5 X 77.5 cm
[https://www.invaluable.com/auction-lot/patrick-heron-emerald-violet-brown-
blue-ora-110-c-f6543a3a32]

554

14

Ivon Hichens

Woodland Walk and Farm Fields (1972)

Oil-on-canvas, 42 X 105.5 cm
[https://www.christies.com/lotfinder/Lot/ivon-hitchens-1893-1979-woodland-
walk-and-farm-6151812-details.aspx]

555

15

Ivon Hichens

Greenleaves

Oil-on-canvas, dimensions unknown
[https://gardenmuseum.org.uk/directors-diary-discovering-ivon-hitchens]

555

16

A Flowery Wilderness, (1945)
BW
Geographical Magazine

556

17

Frederick Gibberd (1967)
BW

[https://www.npg.org.uk/collections/search/portrait/mw221828/Sir-
Frederick-Ernest-Gibberd]

557

18

Geoffrey Jellicoe (1992)
[https://www.npg.org.uk/collections/search/portrait/mwo8765/Sir-Geoffrey-
Alan-Jellicoe]

557

19

Harlow New Town (1963)

BW
[https://www.gibberd.com/projects/harlow-master-plan]

558

20

Harlow Water Gardens (2002)
[https://c20society.org.uk/building-of-the-month/harlow-water-gardens]

559

21

Top Terrace, Harlow Water Gardens (1965)
BW

[https://www.architecture.com/image-library/ribapix/image-
information/poster/the-water-gardens-harlow-essex-the-top-
terrace/posterid/RIBA63299.html[

560

22

Middle Terrace, Harlow Water Gardens (1963)

BW

[https://www.architecture.com/image-library/RIBApix/image-
information/poster/the-water-gardens-harlow-essex-the-lower-canal-of-the-
top-terrace-with-concrete-abstracted-lions-hea/posterid/RIBA63292.html]

560

23

Flower Beds on the Lower Terrace (1963)

BW

[https://www.architecture.com/image-library/RIBApix/image-
information/poster/the-water-gardens-harlow-essex-the-formal-terraced-
garden/posterid/RIBA63293.html]

561

24

Henry Moore Unveiling, Harlow Family Group (1954-1955)
BW

[https://www.henry-moore.org/henry-moore-archive/adhoc/henry-moore-
and-harlow-new-town]

562
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25

Gibberd beside the Formal Pool (1977)

BW
[http://www.siteandinsight.com/the-gibberd-garden]

563

26

Doric Columns and Urns (2016)
[http://www.siteandinsight.com/the-gibberd-garden]

563

27

Geoffrey Jellicoe
Drawing, Hemel Hempstead Water Garden (1958)

[https://merl.reading.ac.uk/event/folar-seminar-jellicoe-merl]

565

28

Water Garden (1963)
BW

[https://www.francisfrith.com/hemel-hempstead /hemel-hempstead-water-
gardens-c1963_h255043]

565

29

John F Kennedy Memorial, Egham (Undated)

BW
[https://blogs.reading.ac.uk/merl/files/2015/06/Images-of-JFK-memorial-at-
Runnymede-showing-the-granite-path-leading-to-the-memorial-stone-from-
Susan-Jellicoe-photographic-collection-P-JEL-PH2-L-8.jpg]

566

30

Water Garden, Shute (Undated)
[https://www.boredart.com/wp-content/uploads/2015/01/house-garden-

14.jpgl

567

31

Paul Klee

The Fruit (1932)

Oil-on-jute, 56 x 58.7 cm
[https://atlasartnews.com/2017/03/03/169-paul-klee-the-fruit]

568

32

Rose Garden, Cliveden (Undated)

[https://www.gapphotos.com/imagedetails.asp?view=cliveden-rose-garden-
june-&imageno=650259]

568

33

Ben Nicholson

Relief (1935)
Painted wood, 1,016 x 1,644 mm
[https://www.tate.org.uk/art/artworks/nicholson-1935-white-relief-t00049]

569

34

Nicholson Wall, Sutton Place (2011)
[http://www.redbookgardendesign.co.uk/blog/wp-
content/uploads/2011/04/Ben-Nicholson-@-Sutton-Place1.jpg]

569

35

Peacocks

Filkins, Gloucestershire (2015)
[https://merl.reading.ac.uk/news-and-views/2015/02/discovering-the-
landscape-12-brenda-colvin]

570

36

Percy Cane (Undated)
BW
[https://thegardenstrust.blog/2019/10/19/an-unsung-hero]

571

37

Dartington Hall, View Through The Glade (1957)

Postcard
[https://www.hippostcard.com/listing/dartington-hall-view-through-the-glade-
sincere-greetings-1957/156275591

573

38

Azalea Dell (1950s)

Postcard
[https://www.ebid.net/uk/for-sale/azalea-dell-dartington-hall-nr-totnes-
devon-rp-postcard-154740835.htm]

573

39

Border, High Meadow (1950s)
[https://archive.dartington.org/calmview/Record.aspx?sre=CalmView.Catalog
&id=LKE%2fPH%2f1%2fA%2f1%2f200&pos=3 ]

574

40

Formal Water Garden, Westfield, Bedfordshire (1981)
BW
CL (2 July)

575
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41

Rose Garden, Westfield (1981)
BW
CL (2 July)

575

42

Formal Garden and Pool, Sutton Park (1990)
CL (3 January)

576

43

Woodland Garden (1990)
BW
CL (3 January)

576

44

Russell Page (1985)
BW
CL. (18 July)

577

45

Eusebio Sempere
Dodecaedro (1974)
Van Zuylen & Schinz, Gardens of Russell Page

580

46

Paved Beds, Casa March (2019)

581

47

Terrace (1991)
Van Zuylen, Gardens of Russell Page

581

48

70t Street Garden, Reflecting Pool (2019)
Adrian Adams

582

49

Late Spring, 70t Street Garden (Undated)
[https://www.frick.org/about/gardens/seventieth_street]

583

50

Looking Towards the Lake, Culpeper Garden, Leeds Castle (2018)

583

51

Central Feature (2018)

584

52

Denmans, Fontwell (Undated)
[https://sussex.muddystilettos.co.uk/little-black-book/directory/denmans-
garden]

585

53

Lime Walk, Sissinghurst Castle (1995)
Lord, Gardening at Sissinghurst Castle

588

54

Part of the Rose Garden (1942)
BW
CL (1 September)

588

55

White Garden (1960)

BW
[https://www.architecture.com/image-library/RIBApix/image-
information/poster/sissinghurst-castle-garden-the-white-
garden/posterid/RIBA28157.html]

589

56

Formal Garden near the House, Barnsley House (1974)
BW
CL (26 September)

589

57

Laburnum Arch (Undated)

[https://www.dailymail.co.uk/home/gardening/article-4187722/Charles-s-
gardening-angel.html]

590

58

Cottage Garden, Highgrove (Undated)
[https://www.dailymail.co.uk/home/gardening/article-4187722/Charles-s-
gardening-angel.html]

590

59

Formal Garden, The Laskett (Undated)
[https://www.thelaskettgardens.co.uk/garden-gallery/yew-garden]

591

60

Jonathan Myles-Lea (1959-)

The Laskett (1995)

Oil, 42 x301in
[http://www.myles-lea.com/album1/foso96t4fjgzblssmopdkewblj85wq]

592

61

East Lambrook Manor (1964)
BW
Fish, Ground Cover Plants

592
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61

White Barn, Pond under Construction (1960s)

BW
[https://www.bethchatto.co.uk/gardens/about.htm]

594

62

The Dry Garden (1978)
BW
Chatto, The Dry Garden

595

63

The Gravel Garden (2017)
https://www.bethchatto.co.uk/gardens/gallery/gravel-garden.htm

596

12

Unintentionally Influential
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Cedric Morris
Monkshood with Tulips and Bluebells (Undated)
Oil-on-board, 46 x 54 cm

[https://www.christies.com/lotfinder/paintings/sir-cederic-morris-monkshood-
with-tulips-and-5652588-
details.aspx?from=salesummery&intobjectid=5652588&sid=056fb831-f79c-
4d5d-8d22-18b2e8766536]

597

12.1

Cedric Morris (1941)
BW
Morphet, Cedric Morris

599

12.2

Cedric Morris

Arthur Lett-Haines (1926)

Oil-on-canvas, 64 x 64 cm
[https://www.piano-nobile.com/artists/1322-cedric-morris/works/3544]

601

12.3

Cedric Morris

Landscape at Newlyn (1919)
Oil-on-canvas, 30 x 24 cm

Reynolds & Grace, Benton Remembered

602

12.4

Cedric Morris

Still Life, Newlyn II (1920)

Watercolour, 41 x 35.5 cm

[http://emp-web-
15.zetcom.ch/eMuseumPlus?service=direct/1/ResultLightboxView/result.t1.coll
ection_lightbox.$TspTitleImageLink.link&sp=10&sp=Scollection&sp=SfieldVal
ue&sp=0&sp=08&sp=3&sp=Slightbox_ 3x4&sp=12&sp=Sdetail&sp=0&sp=F&sp
=T&sp=16]

602

12.5

Cedric Morris

Experiment in Texture I (1925)

Oil-on-board, 45.2 x 54.5 cm

[http://emp-web-
15.zetcom.ch/eMuseumPlus?service=direct/1/ResultLightboxView/
result.t1.collection_lightbox.$TspTitlelmageLink.link&sp=10&sp=Scollection&s
p=SfieldValue&sp=0&sp=4&sp=3&sp=Slightbox_ 3x4&sp=0&sp=Sdetail&sp=0
&sp=F&sp=T&sp=6]

603

12.6

Cedric Morris

Plant Design (1927)
Ink-and-watercolour, 37 x 29.5 cm
Benton Remembered

603
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12.7

Cedric Morris

Italian Wildflowers (1922)

Oil-on-canvas, 38.5 x 30 cm
[https://artuk.org/discover/artworks/italian-wild-flowers-
100265/search/actor:morris-cedric-lockwood-18891982 /page/1/view_as/grid]

604

12.8

Cedric Morris

Les Fleurs du Midi (1923)

Oil-on-canvas, 81,2 x 65.5 cm
[http://www.artnet.com/artists/sir-cedric-lockwood-morris/les-fleurs-du-midi-
YXADxxagZmFUiDufZIvE7A2]

604

12.9

Cedric Morris

Pays de Lotophages (1926)

Oil-on-canvas, 54 x 64.8 cm
[https://philipmould.com/content/feature/10/detail /image49]

605

12.10

Cedric Morris
Garden by the Lake (1926)

Oil-on-canvas, dimensions unknown
[http://www.gainsborough.org/collection/cedric-morris]

604

12.11

Cedric Morris

The Serpentine Pot (1938)

Oil-on-canvas, 68.5 x 56 cm
[https://artuk.org/discover/artworks/the-serpentine-pot-176611]

607

12,12

The Pound, Higham (1930s)
BW
Morphet, Cedric Morris

608

12.13

Cedric Morris
The Pound, Higham (1933)
Oil-on-canvas, 60 x 73 cm

[https://www.artfund.org/supporting-museums/art-weve-helped-
buy/artwork/11146/1-the-pound]

608

12.14

Cedric Morris

Autumn Landscape, Higham (1929)

Oil-on-canvas, 55.5 x 68 cm
[https://philipmould.com/exhibitions/17-the-call-to-the-country-cedric-morris-
in-suffolk-1929-50/works/artworks4941]

609

12.15

Cedric Morris
The Pound (1935)
Oil-on-canvas, 91.5 X 122 cm

[http://www.artnet.com/artists/sir-cedric-lockwood-morris/the-pound-
higham-suffolk-xCZEFdD1oHxj3EbHUWUHWQ2]

610

12.16

The Pound (2012)
[https://media.onthemarket.com/properties/2967399/doc_1_3.pdf]

610

12.17

The Pound (2012)
[ [https://media.onthemarket.com/properties/2967399/doc_1_3.pdf]

611

12.18

View from the House (2012)
[https://media.onthemarket.com/properties/2967399/doc_1_3.pdf]

611

12.19

Catalpa Lawn (2012)
[https://media.onthemarket.com/properties/2967399/doc_1_3.pdf]

612

12.20

John Skeaping’s Torso in the Garden (1930s)
BW
TGA 968.7.1-10

612

12.21

Evidence of Borders (2012)
[https://media.onthemarket.com/properties/2967399/doc_1_3.pdf]

613

49




No

Figure

Page

12.22

Cedric Morris

Paysage du Jardin No 2 (1931)

Oil-on-canvas, 71 x 63.5 cm
[https://www.flickr.com/photos/artimages/3758518311]

614

12.23

Cedric Morris

Poppies (1926)

Oil-on-canvas, 58 x 60 cm

Lambirth, Cedric Morris: Artist Plantsman

615

12.24

Cedric Morris

Mottled Irises (1931)

Oil-on-canvas, 23 x 27 cm
[https://artuk.org/discover/artworks/mottled-iris-54465]

615

12.25

Cedric Morris

Iris Seedlings No 2 (1935)

Oil-on-canvas, 65 X 54 cm
[https://philipmould.com/artworks/3940-sir-cedric-lockwood-morris-may-
flowering-irises-no.-2-1935]

616

12.26

Benton End (1950s)
TGA/8217

617

12.27

Cedric Morris
Wartime Garden (1944)
Oil-on-canvas 60 x 75 cm

[https://www.artfund.org/supporting-museums/art-weve-helped-
buy/artwork/11146/1-wartime-garden]

617

12.28

Cedric Morris
Landscape (Hadleigh) (1940s)
Oil-on-canvas, 62.5 X 76.2 cm

[https://www.sothebys.com/en/buy/auction/2019/modern-post-war-british-
art/sir-cedric-morris-landscape-hadleigh]

618

12.29

Benton End and the Suffolk Countryside
BW
TGA/8217

618

12.30

Box Hedging (1950s)
BW
TGA/8317

620

12.31

Borders (Undated)
BW
TGA/8317

620

12.32

Borders (Undated)
BW
TGA/8317

621

12.33

Cedric Morris

Pool at Benton End (1947)

Oil-on-canvas, 47 X 55.5 cm
[http://www.artnet.com/artists/sir-cedric-lockwood-morris/pool-at-benton-
end-VkstpgoW-zvo-16 KaTKvNA2]

621

12.34

Cedric Morris
Landscape from Under a Pear Tree (1967)
Oil-on-canvas, 81.28 x 62.86 cm

[https://www.mutualart.com/Artwork/Landscape-from-under-a-pear-tree--
Benton/145D012C0C29DDC7]

622
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12.35

Cedric Morris

Back Garden, Benton End (1970)

Oil-on-canvas, 23 x 27 cm
[https://www.invaluable.com/auction-lot/back-garden-at-benton-end-52-c-
6nfxcy2wsn]

622

12.36

Cedric Morris
Chicory (1930)
Boulestin, Herbs, Salads and Seasoning

623

12.37

Cedric Morris

Wartime Garden (1944)
Oil-on-canvas, 24 x 30.5 cm
Morphet, Cedric Morris

624

12.38

Cedric Morris

Still Life with Courgettes and Tomatoes (1957)
Oil-on-canvas, 74 X 54 cm

Benton Remembered

624

12.39

Cedric Morris
‘Notebook’

TGA/8317/4/1/1-5

626

12.40

Fritillaria pyrenaica ‘Cedric Morris’ (Undated)
[http://www.edgewoodgardens.net/Plants_album/The%20Plants%20-
%20%20Complete%20Collection/Liliaceae%20-

%201/ Fritillaria/F.%20pyrenaica/slides/Fritillaria%20pyrenaica%20Cedric%20
Morris%200005.html]

626

12.41

Papaver rhoeas ‘Cedric Morris’ (Undated)
[http://www.gettyimages.co.uk]

627

12.42

Irises at Benton End (unknown)
[https://www.howardnurseries.co.uk/chelsea2015]

628

12.43

Cedric Morris

Iris Seedlings (1943)

Oil-on-canvas, 1,219 x 918 mm
[https://www.tate.org.uk/art/artworks/morris-iris-seedlings-t03230]

629

12.44

Iris ‘Edward of Windsor’ (Undated)
[http://www.irisparadise.com/Iris/Seiten/historscheZuechter/GB/Morris.htm]

630

12.45

Iris ‘Benton Cordelia’ (Undated)
[https://www.plantheritage.org.uk/local-groups/Suffolk]

631

12.46

Benton End (2017)
[https://www.onthemarket.com/details/4029729]

633

12.47

Cedric Morris
Foxgloves (1932)

Oil-on-canvas, 72 x 60 cm
[https://www.mutualart.com/Artwork/FOXGLOVE/6B244B7125F2370B]

634
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Humphrey Waterfield
View from Balcony, Clos du Peyronnet
Details unknown

635
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13.1

Humphrey Waterfield

Self-Portrait

Oil-on-canvas, date/dimensions unknown
CL (23 January 1992)

637

13.2

Humphrey Waterfield
Rose Celestial (1969)

Oil-on-canvas, 600 X 500 mm
[http://www.nationaltrustcollections.org.uk/object/196941]

637

13.3

Hagley Hall and Garden (Undated)
BW
Private collection

638

13.4

Rising Brook, Hagley Hall (Undated)
BW
Private collection

638

13.5

Clos du Peyronnet (circa 1912)
BW
Private collection

639

13.6

Humphrey Waterfield, his Brother and Father
Clos du Peyronnet (1910s)

BW

Private collection

640

13.7

Humphrey Waterfield with His Diploma Painting (1933)
BW
Private Collection

641

13.8

Humphrey Waterfield

Proposed Illustration, Cyrano de Bergerac (1937)
Pen-and-ink, dimensions unknown

Private collection

642

13.9

Humphrey Waterfield
Paulownia (1930s)
Watercolour

Private collection

642

13.10

Humphrey Waterfield
Syrian Landscape (1941)
Watercolour, 33 x 44 cm
Private collection

643

13.11

Humphrey Waterfield
Tobruk (1942)
Watercolour, dimensions unknown

643

13.12

Humphrey Waterfield

The Drive, Clos du Peyronnet
Oil-on-canvas, date/dimensions unknown
Private collection

645

13.13

Humphrey Waterfield

Vase of Irises

Oil-on-canvas, date/dimensions unknown
Private collection

645

13.14

Humphrey Waterfield

Pampas Grass, Clos du Peyronnet
Oil-on-canvas, date/dimensions unknown
Private collection

646
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13.15

Humphrey Waterfield

Sub-tropical Plants

Oil-on-canvas, date/dimensions unknown
Private collection

646

13.16

Humphrey Waterfield,

Ornament and Fruit (1958)
Oil-on-canvas, dimensions unknown
Private collection

647

13.17

Humphrey Waterfield,

Still-Life with Ornament, Coffee Pot and Jug
Oil-on-canvas, date/dimensions unknown
Private collection

647

13.18

Ornamental Pot, Clos du Peyronnet (2019)

648

13.19

Humphrey Waterfield, Still-Life with Apples
Oil-on-canvas, date/dimensions unknown

648

13.20

Hill Pasture (1938)
BW
PMC/GW

649

13.21

Early Garden (1938)
BW
PMC/GW

650

13.22

Humphrey Waterfield

Hill Pasture

0Oil, date/dimensions unknown
Private collection

650

13.23

Chatsworth (1952)
BW
House & Garden (March)

652

13.24

Chatsworth Looking Upwards (1968)
Ideal Home (May)

652

13.25

The Swain (circa 1969)
PMC/GW

652

13.26

Humphrey Waterfield
The Swain (circa 1968)
Oil-on-canvas, 61 x 41 cm
Private collection

652

13.27

Temple of Love (1961)
BW
CL (25 May)

654

13.28

Circular Pool (Undated)
PMC/GW

654

13.29

Georgian Temple (1926)
BW
Henslow, Garden Architecture

655

13.30

Iris Garden (1961)
BW
CL (25 May)

655

13.31

Plan, Iris Garden (1951
Hill Pasture Garden Book
Private collection

656

13.32

Iris Bed
Private collection

657

53




No [ Figure Page
13.33 | Humphrey Waterfield 658
Iris Garden
Watercolour, date/dimensions unknown
Private collection
13.34 | Swimming Pool (1950s) 659
PMC/GW
13.35 | Moongate (1996) 660
CL (15 February)
13.36 | Octagonal Lead Tank (1960s) 660
PMC/GW
13.37 | Decorative Urn (1960s) 661
PMC/GW
13.38 | Humphrey Waterfield 661
Sketch of a Decorative Urn (Undated)
Pencil-on-paper,
Private collection
13.39 | Gustav Natorp 662
Bronze Urn (2019)
Clos du Peyronnet
13.40 | Magnolias 663
Hill Pasture (1960s)
PMC/GW
13.41 | Pergola and Pool, Clos du Peyronnet (2019) 665
13.42 | Scala Nobile looking to the Pergola (2019) 666
13.43 | Cypress Allée (1974) 667
Quest-Ritson, The English Garden Abroad
13.44 | Humphrey Waterfield 667
The Cypress Allée
Oil-on-canvas, date/dimensions unknown
Private collection
13.45 | Water Staircase, Palace of Caserta (2015) 667
13.46 | Water Staircase (2019) 668
13.47 | Humphrey Waterfield 668
View to the Mountains (1949)
Oil, 54 x 45 cm
[https://www.the-saleroom.com/en-gb/auction-catalogues/mallams-ltd-
oxford/catalogue-id-srmalla10046/lot-172f2559-890e-43a7-ad 2f-
a5bdoobsa8ff]
13.48 | Humphrey Waterfield 668
Sketch for the ‘Mock’ Wall (Undated)
Private collection
13.49 | Long Pool Looking at the Mountains (1968) 669
Grant White, Garden Art and Architecture
13.50 | Long Pool (2016) 669
13.51 | Anduz Jar (2016) 670
13.52 | Seat from Serre de la Madone (2019) 670
13.53 | Cherry Walk, Grey’s Court (1989) 673
CL (20 April)
13.54 | Irises, The Chace (1989) 674
Private collection
13.55 | Silver Border, Abbots Ripton (1974) 675

CL (21 March)
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13.56

Fountain’s High Wall
Val Rahmeh (2014)

675

13.57

Fountain Basin (2014)

676

13.58

Villa Colfranco, Lucca (1960s)
BW
Private collection

676

13.59

Vine Pergolas (1960s)
BW
Private collection

677

13.60

Cleared Vine Pergola (1970)
Private collection

678

13.61

Pergola, Castella del Trebbio, Tuscany (Undated)
[https://www.trebbiomedicicastle.com/en/interest/la-pergola-del-
trebbio.html]

679

13.62

Vine Pergola (2003)
Private collection

679

13.63

Aiole (1960s)
Private collection

680

13.64

Aiole (2003)
Private collection

680

13.65

Swimming Pool (1970)
Private collection

681

13.66

Vasca (1970
Private collection

681
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John Codrington

Doddington Hall, Lincolnshire (1960)

Watercolour, 18.2 x 24 cm
[https://www.sulisfineart.com/john-codrington-1960-watercolour-
doddington-hall-lincolnshire.html]

684

14.1

John Codrington (1939)
BW
LH

685

14.2

John Codrington

Coutances from the Road to Saint-L6, Normandy (1918)
Watercolour, dimensions unknown

LH

689

14.3

John Codrington

Le Jardin Publique, Le Mans (August 1918)
Watercolour, dimensions unknown

LH

689

14.4

John Codrington

Apex of the Spire of Eglise Saint-Nicholas, Caen (August 1918)
Watercolour, dimensions unknown

LH

680
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14.5

John Codrington

Place Victor Hugo, Lisieux, Calvados (1918)
Watercolour, dimensions unknown

LH

690

14.6

John Codrington
River Serham, Adana (1925)
Watercolour, dimensions unknown

[ https://www.ebay.co.uk/itm/John-Codrington-1898-1991-Watercolour-
Bridge-On-River-Serham-Seyhan-Turkey-/1935538999771

691

14.7

John Codrington
Hamadan, Persia (1928)

Watercolour, dimensions unknown
[http://www.artnet.com/artists/john-codrington/views-of-iran-
rytWf_6psebNbJIGdilUoA2]

691

14.8

John Codrington
Jamali Mosque, Delhi (1933-1935)

Watercolour, 20.33 X 27.94 cm
[https://www.mutualart.com/Artwork/Delhi--Jummar-
mosque/38A628324EBF3E90]

692

14.9

John Codrington

Blue Mosque, Samarkand (1960)

Watercolour, 17.78 x 24.7 cm
[http://www.arcadja.com/auctions/en/codrington_john/artist/133560]

693

14.10

John Codrington
Estaing (1964)
Watercolour, 16.2 x 13.1 cm

[https://www.sulisfineart.com/john-codrington-1964-watercolour-estiang-
france.html]

694

14.11

John Codrington
Chateau de la Garoupe (1965)

Watercolour, dimensions unknown
[http://www.ancestry,co.uk]

694

14.12

John Codrington

Fiord, Norway (1989)

Watercolour, 17.8 x 25 cm
[https://www.sulisfineart.com/john-codrington-1989-watercolour-fjord-
norway-20170.html15.13]

694

14.13

John Codrington
View of the Battlefield of Crécy (1990)
Watercolour, 12.7 X 16.9 cm

[https://www.sulisfineart.com/john-codrington-1990-watercolour-view-of-the-
battlefield-of-crecy.html]

695

14.14

John Codrington

Map, Wildflowers, Hadleigh, Essex (1950s)
[https://www.nhm.ac.uk/BRN 89557]

697

14.15

Dianthus armeria (2011)
[https://www.satsig.net/deptford-pink/deptford-pink-flower.htm

697

14.16

Rockingham Castle (1900)
BW
CL (28 July)

698

14.17

The Cross Undated)

[http:// www.rockinghamcastle.com]

699

14.18

John Codrington
Trees (circa 1918)
LH

699
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14.19

John Codrington
Design for a Rose Garden (Undated)
LH

700

14.20

John Codrington
Overall Rose Garden Design (Undated)
LH

701

14.21

Park House
[https://historicengland.org.uk/listing /the-list/list-entry/1066584]

703

14.22

Park House (19505)
BW
Brown, Lanning Roper

703

14.23

Park House (19505)
BW
Brown, Lanning Roper

704

14.24

Park House (1955)
BW
Homes & Gardens (June)

704

14.25

Hostas and Ferns, Park House (1960s)
BW
Brown, Lanning Roper

705

14.26

Ranelagh Cottage (1962)
BW
‘Small-Scale Gardening in London’, Journal of the RHS

706

14.27

John Codrington
Design for a Rectangular Garden, Journal of the RHS (1962)

706

14.28

Grouping of Plants, Ranelagh Cottage (1962)
Journal of the RHS

708

14.29

Grey-Leaved Plants (1962)
BW
Journal of the THS

708

14.30

Pool, Stone Cottage (1977)
CL (22 September)

709

14.31

Gravel Garden (1982
Lees-Milne & Verey, An Englishman’s Garden

710

14.32

Front Garden, Stone Cottage (1977)
BW
CL (22 September)

711

14.33

Winding Path (1977)
BW
CL (22 September)

712

14.34

John Codrington
Rutland Water from Stone Cottage (1988)
The Guardian (3 May 1991_

713

14.35

Grey and White Garden (1977)
BW
CL (22 September)

714

14.36

Stone Cottage (2017)
[https://www.onthemarket.com/details/4023244]

715
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14.37

Trellis, 40 Eaton Place London (1962)
BW
‘Small-Scale Gardening in London’, Journal of RHS

716

14.38

John Codrington

Plan ‘E’ (1961)

Watercolour, 210 x 297 mm

Emmanuel College, Cambridge, EM /128

718

14.39

John Codrington Layout
Plan ‘E’ (1961)
Watercolour, 210 x 297 mm
EM/128

719

15.40

New Court Herb Garden (1986)
Cooper & Taylor, English Herb Gardens

710

14.41

New Court (2018)

720

14.42

Triangular Bed New Court (2018)

720

14.43

Paving Detail (2018)

721

14.44

Villa La Foce (Undated)

[http://www.frammentiditoscana.it/la-foce-gardens-in-val-dorcia]

722

14.45

John Codrington

Existing Paddock (1963)
Watercolour, 210 x 297 mm
EM/128

723

14.46

John Codrington

Proposed Scheme (1963)
Watercolour, 210 x 297 mm
EM/128

723

14.47

John Codrington

Proposed Scheme from the top (1963)
Watercolour, 210 x 297 mm

EM/128

724

14.48

Fastigate Yews, The Paddock (2018)

724

14.49

Taxodium on the Island (2018)

725

14.50

The Lake (2018)

725

14.51

John Codrington

Proposed Paving Scheme, Master’s Lodge (1965)
Watercolour, 210 x 297 mm

EM/128

726

14.52

White’s Farm (1961)
Private collection

726

14.53

John Codrington

Site, (1962)

Watercolour, 210 x 297 mm
Private collection

727

14.54

John Codrington

Plan of the Existing Site (1962)
Watercolour, 210 x 297 mm
Private collection

728

14.55

John Codrington

Proposed Design (1962)
Watercolour, 210 x 297 mm
Private collection

729

14.56

View down the Garden (2018)

729

14.57

View to White’s Farm (2018)

730
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14.58 | John Codrington 730
Proposed View Across the Garden (1962)
Watercolour, 210 x 297 mm
Private collection
14.59 | View across the Garden (2018) 731
14.60 | John Codrington 731
Secret Garden (1962)
Watercolour, 210 x 297 mm
Private collection
14.61 | John Codrington 732
Proposed Paving for the Secret Garden (1962)
Watercolour, 210 x 297 mm
Private collection
14.62 | Secret Garden (2018) 732
14.63 | Paving Detail, Penshurst Place (2019) 733
14.64 | Grey and White Garden (2019) 734
14.65 | Grey and White Garden (2019) 734
14.66 | Nuttery (2019) 735
14.67 | Looking Toward the Centre (2019) 735
14.68 | The Helm (2019) 736
14.69 [ Irish Yews, Magnolia Garden (2019) 736
14.70 | Magnolia Garden (2019) 737
14.71 | Little Bentley Hall (1974) 728
BW
CL (4 April)
14.72 | John Codrington 739
Existing View, Little Bentley Hall (1976)
Watercolour, 210 x 297 mm
Private collection
14.73 | John Codrington 739
Proposed View (1976)
Watercolour, 210 x 297 mm
Private collection
14.74 | John Codrington 740
Proposed Herb Garden (1976)
Watercolour, 210 x 297 mm
Private collection
14.75 | Mary Cloister Lincoln Cathedral (Undated) 741
[https://udayton.edu/imri/mary/l/lincoln-cathedral-cloister-garden.php]
14.76 | Arthingworth Manor (1988) 742
CL (29 August)
14.77 | Arthingworth Manor, View if the House (1988) 743
CL (29 August)
14.78 | Herb Garden, Stockeld Park (1986) 743
Cooper & Taylor, English Herb Gardens
14.79 | Stoke Park Pavilions (1979) 744
Cooper & Taylor. English Herb Gardens
14.80 | Fountain Garden (2016), Retford Park, Bowrai 745
[https://www.smh.com.au/entertainment/gardening-the-beautiful-and-
surprising-treasures-of-retford-park-in-bowral-20161004-gru86y.html]
14.81 | Fountain Garden from the House (2016) 746

[www.myopengarden.com.au>retfordpark]
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Kathleen Hale
The Garden at Benton End (19508)
Watercolour-and-pencil, dimensions unknown

St Clair, A Lesson in Art & Life

747
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Kenneth Rowntree

An Essex Lane (1940s)

Oil-on-panel, 46 x 30 cm
[https://www.lissllewellyn.com/show-4451-s_5.htm]

754
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Bridget Riley
Pink Landscape (1960)

Oil-on-canvas, 101.5 X 101.5 cm
[https://www.southbankcentre.co.uk/blog/pink-landscape-1960-bridget-riley]

809

Notes

References: the source is given the first time an archive is referenced. Subsequently,
only the document number is used.

All family records: come from [http://www.ancestry.co.uk].

Unless stated otherwise, all inflation figures were updated in March 2020 and come
from: [https://www.bankofengland.co.uk/monetary-policy/inflation/inflation-
calculator].
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‘In general garden design this century has been a patchwork from

the ragbag of history’.
Russell Page’

This was the world-renowned garden designer, Russell Page’s (1906-1985)
opinion about twentieth-century garden design, a period in which Britain
experienced not only two world wars, but the impact of considerable
economic, social and cultural upheaval, the consequences of which shaped the
country today. Page’s statement can be interpreted in various ways. Garden
design may comprise a number of unconnected styles that are innovative or
retrospective, formal or informal, blend harmoniously into the countryside
beyond or are confined to the site itself. He was, no doubt, alluding to the
different approaches taken by different garden designers.

During this period an appreciable number of British artists were
involved in garden design and, although some have been studied previously,
there has been no overall assessment of their important contribution to
garden history. The purpose of this study is to assess the contribution of these
artist-gardeners, not just individually, but collectively as a specific group to
determine whether or not their achievements should be accorded greater
recognition.?

At the outset, the criteria by which artists would be included in the
study had to be determined. A decision was taken that artists, irrespective of
their success, including those who viewed painting as little more than a hobby,

would be considered, provided they also gardened. Within this broad

' Garden Museum, RP 3/1/1, Russell Page, ‘Design Notes’ (Unpublished
handwritten undated manuscript), p. 1.

2 They followed in the footsteps of William Kent (1685-1748), Humphry Repton
(1752-1818) and William Andrews Nesfield (1803-1881).
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definition, artist-gardeners are a disparate group, as some specialised in
painting gardens, whilst others preferred landscape, still-life, book
illustration, or were botanical artists. The group, which forms the principal
focus of this study, comprises those artist-gardeners who not only made their
own gardens, but also undertook garden commissions for private clients. For
them, the criterion for inclusion was that they had not undergone any
professional horticultural training.

Some artists were excluded, such as Charles Paget Wade (1883-1956),
who painted, but whose garden at Snowshill Manor in Gloucestershire was
designed by M H Baillie Scott (1875-1945). Stanley Spencer (1891-1959)
occasionally painted gardens, but did not garden. The most notable exclusion
here is Page, who gave up art to become a career garden designer. Thus,
artists who painted gardens, but did not garden themselves, have been
included only where their work was relevant.

A particular complication concerned terminology, which altered during
the period under study. In the latter years of the nineteenth century some
architects seeking to establish themselves as best qualified to design not only
houses but gardens, referred to themselves as artist-gardeners.® This
distinguished them from other designers, who were designated ‘landscape
gardeners’ a term derived from seventeenth-century painting, which they
thought was responsible for perpetuating a style that had destroyed the formal

garden.* By the beginning of the twentieth century, some architects

3 John Dando Sedding, Gardencraft Old and New (London: Kegan Paul, Trench &
Triibner, 1895), p. 187.

4 Miles Hadfield, A History of British Gardening (London: John Murray, 1979).
Originally, ‘landscape’ or ‘landskip’ was used as a term to describe a style of
painting that included Claude Lorrain (1600-1682), Nicolas Poussin (1594-1666)
and Salvator Rosa (1615-1673.
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specialised exclusively in garden design, notably Thomas Hayton Mawson
(1861-1933), who referred to himself as a ‘landscape architect’, which is how
such practitioners came to be known.®

Historiography

Once the criteria by which artist-gardeners would be included had been
determined, it was necessary to identify them. Some were sourced in books
about gardens in art and exhibitions. However, to ensure this study was as
comprehensive as possible, websites and reference books were also consulted.®
Primary and secondary material relating to artist-gardeners was discovered in
organisations specialising in art and garden history and in county records
offices.” National and local newspapers and family history websites were
trawled for details about artist-gardeners and their clients. However, much of
the archival information that informs this study remains in private ownership
and has not been studied previously.® Owners were often surprised to
discover their garden and the records relating to it were of historical
significance, but they were enthusiastic in their support of this research. As

gardens frequently disappear, written and photographic evidence in

5 Thomas Hayton Mawson, The Art & Craft of Garden Making (London: BT
Batsford, 1900, 4th Edition 1912), p. 107.

6  Christopher Wood, The Dictionary of Victorian Painters (Woodbridge: Antique
Collectors Club, 1989), Ray Desmond, Dictionary of British and Irish Botanists
and Horticulturalists including Plant Collectors, Flower Painters and Garden
Designers (London: Taylor & Francis & The Natural History Museum, 1977), Ray
Desmond, Bibliography of British Gardens (Winchester: St Paul’s Bibliographies,
1984), Dictionary of National Biography (http://www.dnb.com), British Library’s
theses (http://www.ethos.bl.uk) and the archives hub
(http://www.archiveshub.jisc.ac.uk).

7 The Lindley Library, The Garden Museum, The National Trust,
http://www.tategallery.uk/art/archivecollections,
http://www.discovery.nationalarchives.gov.uk,
http://www.historicengland.co.uk and http://www.parksandgardens.org.

8 Full details of sources are given in the relevant chapters.

64



magazines and newspapers is often the only record of their existence.® In this
study, wherever possible, contemporary photographs and paintings have been
used for illustrative and analytical purposes.

Although a few women artists were identified in the research, Gertrude
Jekyll (1843-1932) is the only female artist-gardener who designed gardens
for clients, even though over the period of this study many more women
studied art. When Jekyll attended the National School of Art in Kensington in
1861 this was not the norm for young women.' By comparison, Ottiwell
Charles Waterfield (1831-1896) had two children who became artist-
gardeners. Aubrey William Waterfield (1874-1944) was educated at New
College, Oxford and the Slade School of Art, whilst the only education his
sister, Margaret Helen Waterfield (1863-1953) received was at home.
Literature Review
As several art and garden historians have attempted to explore the
relationship between art and gardens, a review of these works was
undertaken. Most authors considered artists worldwide, with works about the
French Impressionist painters being of particular interest.” The German

gardener and author, Marie-Luise Gothein (1863-1931), has studied garden

9 The British Library has electronic access to The Times and Sunday Times, Daily
Telegraph and Sunday Telegraph, The Observer, The Guardian and the
Financial Times. For local newspapers, the British Library and
http://www.britishnewspaperarchive.co.uk and http://www.ancestry.co.uk.
From its inception in 1897 to the present day, Country Life publishes articles
about country houses and gardens and the British Library has electronic records
of Country Life until 2005. Its image collection includes unpublished
photographs (http://www.countrylifeimages.co.uk). Other magazines include
Studio, House & Garden, Homes & Garden and Ideal Home and dedicated
garden magazines, such as Gardeners’ Chronicle, The Gardener and The Garden.

10 Michael Tooley, ‘Gertrude Jekyll (1843-1932)’°, Dictionary of National
Biography 23 September 2004) [https://doi.org/10.1093/ref:odnb/37597]

11 Caroline Holmes, Impressionists in their Gardens (Woodbridge: Antique
Collectors' Club, 2012) and Judith Bumpus, Impressionist Gardens (Oxford:
Phaidon, 1990).
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painting from the earliest times, but as her book was published in 1913, the
only information on the topic after the end of the First World War was
included in a later addendum.'? The art historian, Sir Roy Strong, described
the changes in artists’ garden paintings from 1540, but did not include those
who painted gardens in the late nineteenth and twentieth centuries.”® Jackie
Bennett’s recent book, The Artist’s Garden, provides an overview of artists’
depictions of their own gardens, but this was not confined to British artists.™
Whilst these studies concentrated on how gardens were depicted over
time, in Painted Gardens: English Watercolours 1850-1914, published in
1988, the garden designer and writer, Penelope Hobhouse and the art
historian, Christopher Wood (1961-2009), described the work of British
garden artists who painted between 1850 and 1914, some of whom are
included in this study.” Wood described the paintings, Hobhouse, the
gardens.
Exhibitions
The foreword to the catalogue for the Tate Gallery’s exhibition, Art of the
Garden: The Garden in British Art, 1800 to the Present Day in 2004, pointed
out that gardening is ‘the most popular leisure activity in contemporary

Britain’ and displayed paintings that show how gardens have changed over

2. Marie-Luise Gothein, A History of Garden Art, Volumes I and II (First published
in German, 1913, English translation, 1925, Edited Walter Hind (Cambridge:
Cambridge Art Collection, 2014).

3 Roy Strong, The Artist and the Garden (London: Paul Mellon Centre for Studies
in British Art, Yale University Press, 2000).

4 Jackie Bennett, The Artist’s Garden (London: White Lion Publishing, 2019).

5 Penelope Hobhouse & Christopher Wood, The Painted Garden: English
Watercolours 1850-1914 (London: Pavilion, 1988).
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time. However, the exhibition did not discuss how individual artists
influenced garden design.®

The popularity of garden paintings is seen in the number of exhibitions
that have been held in recent years, but major exhibitions need to be
successful commercial ventures and, for this reason, they are more than likely
to feature works by world-renowned artists. Although art historians have
expert knowledge of artists and their paintings, they are not garden historians,
and if garden design is discussed, it is only superficially.

‘Painting the Modern Garden: From Monet to Matisse’, a 2016
exhibition at the Royal Academy of Art, included only one painting by a
British artist which, was not a garden, but Ben Nicholson’s (1896-1982)
painting of Miss Jekyll’s Gardening Boots."” Another exhibition held at the
Queen’s Gallery in 2016, ‘Painting Paradise: The Art of the Garden’, exhibited
paintings from the Royal Collection.' It explored the changing character of
gardens from the sixteenth to the early twentieth century but, although the
Royal Collection holds works by the late Victorian garden painters, none were
shown.®

The Garden Museum frequently holds exhibitions featuring artist-
gardeners. In 2015, ‘The Education of a Gardener: The Life and Work of

Russell Page’, covered his garden designs, but failed to show any of his

6 Nicholas Alfrey, Stephen Daniels & Martin Postle, Art of the Garden: The Garden
in British Art, 1800 to the Present Day (London: Tate Gallery, 2004), p. 6.

7 Clare A P Willsdon, Monty Don, James Priest, Heather Lemonedes & Lucy I
Zimmerman, Painting the Modern Garden: Monet to Matisse (London: Royal
Academy of Arts, 2015).

8 Vanessa Remington, Painting Paradise: The Art of the Garden (London: Royal
Collection Trust, 2015).
9 Alfred Parsons, Beatrice Parsons and Ernest Arthur Rowe.

67



paintings.?® In 2018, the show ‘Cedric Morris: Artist and Plantsman’ was held
in conjunction with the Philip Mould Gallery’s exhibition, ‘Cedric Morris:
Beyond the Garden Wall’ and included Morris’ paintings, as well as
information about his life and gardens. To mark 200 years since Humphry
Repton’s death, in 2018 ‘Repton Revealed’ comprised twenty-four of his Red
Books, which showed before-and-after paintings of his clients’ gardens. In
2019, ‘Painting in the Woods’ featured Ivon Hichens (1893-1976), who painted
his Sussex garden for nearly forty years, but never gardened.? In 2020, two
exhibitions were held. ‘Sanctuary: Artist-Gardeners 1919-39’ included some
of the artists in this present study, although none of them designed gardens
other than for themselves. Nor was any distinction made between artists who
painted gardens occasionally and those who painted and gardened.?? Phyllis
Dodd (1899-1885), whose painting Summer Doorway with African Lilies was
included, is best known as a portrait painter. From summer until mid-
December 2020, ‘Derek Jarman: My Garden’s Boundaries are the Horizon’
not only included paintings and information about Jarman (1942-1994), it re-
created Prospect Cottage at Dungeness in Kent including its approach across a
shingle beach and the view of the sea from its windows, which he designed in
the eight years before his death.?

A small exhibition in 2019 at the Paul Mellon Centre, ‘Painter,

Gardener, Scholar’, outlined the life of the little-known artist-gardener, Derick

20 Lucy Inglis & Christopher Woodward, 'The Archive of Russell Page', Garden
Museum (London: Garden Museum, 2015).

21 In 2019, the Pallant House Gallery in Chichester exhibited his work in ‘Space

Through Colour’.

Sanctuary: Artist-Gardeners 1919-1939 (London: Liss Llewellen, 2020). The

exhibition runs from 25 February to 5 April 2020.

‘Derek Jarman: My Garden’s Boundaries are the Horizon’, Exhibition Catalogue

(London: Garden Museum, 2020).

22
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Humphrey Waterfield (1908-1971). One of his watercolours, a vase of
Magnolia soulangeana, was included, but the display’s purpose was to
highlight an addition to the centre’s archive.?

As exhibitions tend to focus on artists’ interest in their own gardens, in
particular the flowers they painted, the reason why garden design has been
overlooked or thought to be of little importance has been a prime research aim
of this study. In a recent television programme, the garden historian Tim
Richardson provided an insight when he highlighted the cultural gap between
painting and gardening.?® Unlike fine art, gardening is designated as an
applied art like weaving and embroidery, thus ranking considerably lower on
the cultural scale.?®
Structure
The present study covers a period of almost a hundred years, so a number of
approaches were deployed to present its findings. After deliberation, a
decision was made to consider artist-gardeners in separate chapters within
three historical sections, each with its own introduction. These comprise the
period before 1914, the interwar years from 1918 to 1939 and the post-war
period from 1945 to 1980. Although some artist-gardeners’ lives and work fall
within more than one chronological section, the most productive part of their
careers was usually carried out within one of them. Each section compares
and contrasts artist-gardeners’ responses to changing circumstances and

contemporary cultural movements in art and garden design through the work

2 These are part of the art historian, Giles Waterfield’s (1948-2016) papers.

%5 Royal Academy’s exhibition ‘From Monet to Matisse’ shown as part of the ITV
series, ‘Great Art’ on 23 May 2019, but televised previously on Sky Arts.

% By the fifteenth century, painting had been designated as ‘fine art’ or ‘high
culture’, thus giving artists status among the social élite, whilst crafts were
confined within Guilds, which represented a different section of society.

69



of other practitioners. The sections consider whether the artist-gardeners’
paintings and their gardens were influenced by or had a significant influence
on others.

Assessment

As gardens are usually created on a virgin site, ‘should it not be remembered’,
as Jekyll commented, that ‘in setting a garden, we are painting a picture, only
it is a picture of feet or yards instead of so many inches, painted with living
flowers and seen by open daylight’.?” Thus garden design, like painting, allows
experimentation within a framework, and consideration has to be given to
what distinguishes artist-gardeners from architects and others when they
design a three-dimensional picture. It poses the question: is it simply a
difference of approach, or is there something more?

The qualities artists possess is the ability to observe, not only on a large
scale, such as when viewing a landscape, but also the detail of a tree or flower.
These, as well as the effects of light on their subject, are transferred to canvas
or paper to produce a picture. The choice of setting and the ability to replicate
it are also skills garden designers employ. When he was planning a garden,
Page, who had trained at the Slade School of Art, never forgot that the site had
to be seen as a whole and the sight lines and vista had to be used as a starting
point for any design. Initially, he saw this as ‘an exercise in monochrome — to
set the form only and, for the moment let the colour ride’.® Yet he also
displayed close attention to detail, as he liked to see every plant for a scheme

laid out on the ground before it was planted.

27 Gertrude Jekyll, ’Colour’, The Garden, 22 (25 November 1882), p. 177.
28 Russell Page, Education of a Gardener (London: William Collins & Co, 1962), p.
207.
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Artists need to have an awareness of colour and the effects of light, and
Jekyll, who had copied Joseph Mallord Turner’s (1775-1851) paintings,

understood how to use colour effectively. In her view:

When the eye is trained to perceive pictorial effect, it is frequently
struck by something — some combination of grouping, colour — that is
seen to have that complete aspect of unity and beauty that to the artist’s
eye frames a picture. Such are the impressions that the artist-gardener

endeavours to produce in every portion of the garden.?

Jekyll experimented with colour not only in her planting schemes but,
like Cedric Morris (1889-1982), bred her own strains of plants in colours she
desired.

Relationship between Art and Gardens

The art historian, Sir Kenneth Clark (1903-1983) noted that during the
nineteenth century landscape painting ‘came to hold a more secure place in
popular affection than any other form of art’ and by the end of the century
many artists, including the artist-gardener Alfred Parsons (1847-1920), were
painting in the English landscape tradition epitomised by John Constable
(1776-1837) and Turner.* Yet, although a house and its garden can be seen as
an entity completely separate from its surrounding landscape, it can also be

regarded as something that blends seamlessly into it. It is the relationship

2 Gertrude Jekyll, Colour Schemes for the Flower Garden (Woodbridge: Antique
Collectors Club, 1982, First published Country Life Ltd & George Newnes, 1908),
p. 204.

Kenneth Clark, Landscape into Art (London: John Murray, 1949, Fourth edition,
1966), p. 74.
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with gardens and landscape that artist-gardeners explored which is a
particular research focus of this study.

The style of landscape painting changed after the First World War,
when artists like Paul Nash (1889-1946), who had seen the devastated Belgian
and French countryside and depicted it in stark reality, influenced his
students at the Royal Academy of Art — Edward Bawden (1903-1989), Eric
Ravilious (1903-1942), Charles Mahoney (1903-1988) and his brother, John
(1893-1977) — to look at landscape differently. The Post-Impressionists Roger
Fry (1866-1934), Duncan Grant (1885-1978) and Vanessa Bell (1879-1961),
who were influenced by the late nineteenth-century impressionist French
painters, reduced their portrayal of landscape to the bare essentials. During
the Second World War, the Recording Britain project employed artists to
record the countryside.

However, there is another development which was discussed before the
First World War that has had a lasting impact on twentieth-century art. In a
lecture in January 1914, the critic, T E Hulme (1883-1917), referred to the
German art historian, Wilhelm Worringer’s (1881-1965) ideas about

abstraction.?' Hulme wrote:

The new art is geometrical in character whilst the art we are

accustomed to is vital. [.....] There seems to be a desire for austerity

3" Wilhelm Worringer, Abstraction and Empathy: A Contribution to the

Psychology of Style (Chicago: Elephant Paperbacks, 1997). First published,
Germany, 1908, but only translated into English in 1953.
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and bareness; a stirring towards structure and away from the messiness

and confusion of nature and natural things.3?

Abstract art explores the ways in which colour and shape can used to
address the problems of infinite space. In theory everything is possible, but as
the artist John Minton (1917-1957) explained, ‘All art forms create and fight
for order out of chaos, and it is in this that lies their supreme social value’,
with the result that artists made rules for themselves and experimented with
the shapes and colours they used.®®* Shape, colour and texture are essential
features of garden design, and during the twentieth-century garden designers
followed a similar experimental path, using plants with a variety of leaf and
flower shapes, often in a restricted palette of colours. To do this effectively
requires a sound knowledge of plants, something that artist-gardeners
possessed.

Alfred Parsons commented that in a painting an artist is trying ‘to make
others feel the emotions that he himself feels’, and this is ‘intensified by the
fact that it is shared by many.** Thus, what is important in a painting is that it
conveys the essence of the garden. This also applies to garden design, for
when a garden is designed for a client, as Page said, 'T can't really do anything
that's better than the clients are. The garden is going to be their portrait as

much as mine. And when it's done it has to look as if it couldn't ever have been

32 T E Hulme, Herbert Read (Edited), Speculations: Essays on Humanism and the

Philosophy of Art (London: Keegan Paul, Trench. Triibner, 1924), p. 76-77. Quest

Society Lecture, ‘Modern Art and Its Philosophy’, 20 January 1914.

John Minton, Speculations on the Contemporary Painter (Birmingham: City of

Birmingham College of Arts and Crafts, 1952), p. 5.

%  Lindley Library, GB 803/WRO/1, Letter, Alfred Parsons to William Robinson,
The Swan Inn, Thatcham, Tuesday am, possibly August 1880.
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any other way.”®® This study considers the role played by artist-gardeners as a
discrete group for the first time and, in so doing, presents a view of their
important contribution to garden design and sets their place within garden

history.

% John Russell, ‘Russell Page: The Master of the Superlative Garden’, New York
Times (22 June 1983), p. 77.

74



Section I: Introduction

All in a Golden Afternoon, Artist-Gardeners
1890-1914

Alfred Parsons. Sundial in a Rose Garden (1905)
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‘The vivid and repeated evocations of English rural things —
the meadows and lanes, the sedgy streams, the old orchards
and timbered houses, the stout individual, insular trees, the
flowers under the hedges and in it and over it, the sweet rich

country seen from the slope.’
Henry James®®

In 1889, the American author, Henry James (1843-1916) wanted to give
Americans a vision of the English countryside he had experienced at
Broadway in Worcestershire, where a number of his fellow countrymen had
settled including the artists Edwin Austin Abbey (1852-1911), Francis Davis
Millet (1848-1912) and John Singer Sargent (1856-1925). By coincidence,
James was also connected to the two main protagonists of the heated debate
about garden design that took place between the gardener and writer, William
Robinson (1838-1935) and the architect, Reginald Blomfield (1856-1942)

(Figure 1 and Figure 2).

Figure 1: Francis Derwent Wood, Caricature of Sir Reginald Blomfield (1922)
and Figure 2: Francis Dodd, William Robinson (1906)

%  Henry James, ‘Our Artists in Europe’, Harper’s, LXXIX (June 1889), p. 55.
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In summer 1897, before James found Lamb House in Rye, he rented
Blomfield’s summer retreat, Point Hill at Playden near Rye in East Sussex.
Although Robinson and Blomfield held opposing views, both looked to history
to argue their case and support their views about English garden design.*”
Eventually, during a period when many new gardens were being made and
others redesigned, a compromise was found. This section assesses the artist-
gardeners role in helping to set the scene for twentieth-century garden design.

Although the landed gentry still retained most of Britain’s country
estates, those who had become wealthy through industry and commerce
sought to gain social acceptance by emulating them. As the countryside
became more accessible by train, the newly wealthy chose to move there and
restore or build large houses with extensive gardens. More importantly, these
houses and gardens were designed along traditional lines and the ideas of the
artist, designer, craftsman, writer and socialist, William Morris (1834-1896)
were central to this.®

Morris’ influence changed the ideology of this period and influenced
Robinson and Blomfield, who used his ideas to support their point of view

(Figure 3).*°

37 Robinson invited Blomfield to Gravetye Manor and they became friends.

% Today these houses are regarded as large, but in comparison with landed estates,
they were classed as small country houses.

39 http://www.williammorrissociety.org [Accessed 3 April 2018].
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Figure 3: Charles Fairfax Murray, William Morris (1870)

As a young man, Morris had been inspired by the artist and critic, John
Ruskin (1819-1900). Throughout his life, he sought to protect traditional
crafts and those who produced them. He looked to the past for inspiration
and this was one reason he founded the Society for the Preservation of Ancient
Buildings in 1877. Later in 1884, the Art Workers Guild, which formed the
basis for the Arts and Crafts Movement, incorporated many of his ideas.*

Morris spent part of his childhood at the 50-acre Woodford Hall estate
in Essex where he explored Epping Forest.*’ When he selected the site for the
Red House at Bexleyheath in Kent in 1859, he was attracted by its mature
trees and an apple and cherry orchard (Figure 4). Integration of the house
and its garden was planned from the outset and Blomfield used this to support

his argument that architects should be responsible for designing both.*

4 H LJ Massé, The Art-Workers’ Guild 1884-1934 (Oxford: Shakespeare Head
Press, 1935), p. 154. Alfred Parsons was a founder member

41 After his father, a wealthy broker died in 1847, the family moved to the Water
House in Walthamstow, now the home of the William Morris Museum.

42 Reginald Blomfield, The Art & Craft of Garden Making (London, MacMillan &
Co, 1892, 3rd Edition, 1901), pp. 8-9. In Hermann Muthesius, The English House
(London: Frances Lincoln, 2007, First published in Germany, 1904), p. 17. ‘The
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Figure 4: Red House, Bexleyheath (1880)

Morris’ intention was that the Red House would be built on medieval
principles, with the garden replicating the trellised enclosed gardens seen in
medieval manuscripts. Four small square gardens, each enclosed by a rose
covered fence were set within a large square. As Morris wrote, ‘the garden
large or small, should look both orderly and rich, and it should be well fenced

from the outside world [.....]. It should look like part of the house’ (Figure 5).%

German architect, Hermann Muthesius (1861-1927) described the Red House as
‘the first house to be designed and built as a unified whole, inside and out, the
very first example of the modern house.’

4 William Morris, Hopes and Fears for Art (London: Ellis & White, 1882), p. 128.
From 1871, he rented Kelmscott House in Oxfordshire. From 1891 he also lived at
Kelmscott House, Hammersmith.
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Figure 5: William Morris, Frontispiece, The Earthly Paradise (1895)
Climbing plants — jasmine, honeysuckle, roses, passion flowers — were

all marked on Philip Webb’s elevational drawings.* Morris also challenged
accepted opinions about what should be planted, and it was these ideas that
appealed to Robinson, who denounced the Victorian fashion for carpet-
bedding, of which Morris wrote, ‘when I think of it, even when I am quite
alone, I blush with shame’.** Morris, like Robinson, preferred the simple,
species flowers that he grew in his gardens and which were depicted in his

wallpaper and fabric designs (Figure 6).

4 Fiona MacCarthy, ‘Garden of Earthly Delight’, The Guardian (26 July 2003), p.
86.
4 Morris, Hopes and Fears for Art, p. 128.
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Figure 6: William Morris, Wallpaper Design featuring Dog Roses

The Design Controversy

The architect, John Dando Sedding (1838-1891) and Blomfield both thought

that late Victorian landscape gardeners were continuing the English landscape

style of the eighteenth century.*® Sedding emphasised the difference between

these gardens, which he called ‘Nature’, and ‘Art’, and gardens designed by

architects.*” In his view:

Where the past gardeners have erred, it has been through a
misconception of the proportions of realism and idealism to be
admitted into a garden’.*® An architect, the artist-gardener, knowing
good and evil, exercising freewill in his gardencraft, must choose only
what he may rightly have, and employ only what his trained judgment

or the unwritten commands of good taste will allow.*

46

47

48
49

Sedding only designed his garden at West Wickham in Surrey. A respected
church architect, he also designed wallpaper and embroidered.

John Dando Sedding, Gardencraft Old and New (London: Kegan Paul, Trench &
Trubner, 1891, Reprinted edition 1895), p. 36. It was published posthumously.
Ibidem, p. 187.

Ibidem.
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Sedding’s argument was encapsulated by Blomfield, who thought that
‘garden design took its place in the great art of architecture, with the result
that well-ordered harmony was characteristic of the house and garden’, had
been destroyed by landscape designers.®® He argued that a garden had to be in
harmony with the house to prevent it being ‘an excrescence on the face of
nature’.®" Thus the house and garden formed an entity that was distinct from
the adjoining landscape. From 1898, he redesigned the garden at Godinton

House in Kent, which included an Italian-style garden (Figure 7).
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Figure 7: Pan in the Topiary Garden, Godinton House

Although Blomfield conceded there were problems with the previous
formal style, this was caused by ‘nursery gardeners’, who used too much
topiary, pleaching and statuary.? He was contemptuous of landscape

gardeners like Lancelot ‘Capability’ Brown (1716-1783), who was dismissed as

%0 Reginald Blomfield, The Art & Craft of Garden Making (London, Macmillan &
Co, 1892, 3rd Edition, 1901), p. Vi.

5t Ibidem, p. 3.

2 Ibidem, p. 82.
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‘starting as a kitchen gardener’.>® As Robinson started his career as a gardener
in Ireland, his opinions were also denigrated.

After working as a gardener for several years in Ireland and London,
Robinson, a self-educated man, became a horticultural correspondent for The
Times in 1867. Then in 1871, The Garden was published, the first of a number
of magazines he produced. Whether or not Robinson thought he was
continuing in the eighteenth-century English landscape style, his main
concern was the mid-nineteenth fashion for carpet-bedding using the newly
introduced half-hardy annuals that are seen in William Andrews Nesfield’s
(1793-1881) designs (Figure 8). Robinson described himself as ‘a flower
gardener and not a mere spreader-about of bad carpets done by reluctant
flowers’.>* Like Blomfield, Robinson expressed his views about garden design

uncompromisingly, recommending a more natural style of gardening;:

The gardener should follow the true artist, however modestly, in his
love for things as they are to delight, in natural form and beauty of
flower and trees if we are to be free from barren geometry, and if our

gardens are ever to be pictures.*

%3 Blomfield, The Art & Craft of Garden Making, p. 85.

% William Robinson, ‘The Flower Garden at Gravetye Manor’, Country Life, 32 (28
September 1912) p. 4009.

% Robinson, The English Flower Garden, p. 7.
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Figure 8: Nesfield’s Formal Bedding, Welcombe Hall, Stratford-upon-Avon

In contrast to Blomfield, he thought gardens should relate to the
countryside beyond. Yet in 1870 when The Wild Garden was published, the
preface stated that his purpose was ‘to plead the crusade of the innumerable
hardy flowers against the few tender ones, put out in the formal way’.5* When
he was told he could not go back to the ‘mixed border’, he reconsidered how
plants should be displayed and reached the conclusion that ‘we could not only
grow thus a thousandfold lovely flowers than are commonly grown, but also a
number which by any other plan have no chance whatever of being seen
around us.” He was clear that his wild garden was not a ‘wilderness’ and that
plants should be placed where they would thrive. Nor was it ‘a picturesque
garden, for a garden may be thought picturesque, yet in every part be the

result of ceaseless care’.8

% William Robinson The Wild Garden (London, Timber Press, 2009, First edition,
London: John Murray, 1870, Third edition, 1883), p.5.

57 Ibidem, p. 5.

%8 Ibidem, p. 6.
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Unlike Blomfield, who in his youth had hoped to become an artist but
was dissuaded by his parents, Robinson collected paintings and after he
purchased Gravetye Manor, an Elizabethan manor house, set in 200 acres of
pasture and woodland in 1884, he encouraged artists to paint his garden.
These included Beatrice Parsons, who is discussed in Chapter 1 and Alfred
Parsons, whose relationship with Robinson is outlined in Chapter 3. George
Henry Moon (1857-1905) was also invited to paint the landscape around

Gravetye and select plants for his botanical drawings (Figure 9).

Figure 9: George Henry Moon, Lane at Gravetye (1892)

However several architects, who designed gardens supported
Blomfield’s opinion that garden design was the province of architects. Francis
Inigo Thomas, (1865-1950), an artist and architect, who illustrated The
Formal Garden in England, also designed a number of gardens, notably

Barrow Court in Somerset and Athelhampton Hall in Dorset (Figure 10).
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Figure 10: Part of the Formal Garden, Athelhampton (1899)

Although Thomas was an artist, he was primarily an architect and for

this reason consideration of his garden designs have not been included in this

study.® Thomas outlined his ideas on garden design in five articles for

Country Life in 1900.%° The first article made his position absolutely clear:

Garden making has always been an architectural matter, except during
a comparatively short period , when the mother art was all but
forgotten in our own country, and the art patrons of the day conceived

the brilliant idea of dispensing with all form and order.®

59

60

61

Gareth Edwards, ‘The Gardens of Francis Inigo Thomas, 1865-1950’
(Unpublished MSc Dissertation, University of Bath, 2015) considered this.

‘On Garden Making’ Country Life, 7 (24 February 1900), pp. 235-237. F Inigo
Thomas, ‘On Garden Making’ Country Life, 7 (10 March 1900), pp. 293-296; F
Inigo Thomas, ‘On Garden Making’ Country Life, 7 (21 April 1900), pp. 489-492;
F Inigo Thomas, ‘On Garden Making’ Country Life, 7 (24 February 1900), pp.
235-237; F Inigo Thomas, ‘On Garden Making’ Country Life, 7 (24 March 1900),
pp. 364-366; F Inigo Thomas, ‘On Garden Making’ Country Life, 7 (7 April 1900),
DP. 424-426.

Thomas, ‘On Garden Making’ (24 February 1900), p. 235.
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In the same year, the architect and academic, Edward Schroeder Prior
(1852-1932), who only designed three gardens including Home Place at
Kelling in Norfolk, wrote three articles about garden design for The Studio

(Figure 11).%2

Figure 11: The Garden, Home Place, Kelling, Norfolk

Like Blomfield, Prior thought the garden’s immediate connection was
with the house and should not be allowed to ‘blend in with ‘the less orderly

countryside’.®® He justified this view:

Where in the eighteenth century, there were fair stretches of beauty in
England, such as the eye might well love to look upon, now in too many
cases there is but the desolation of ugliness; our building methods have
left little inducement to look over our garden walls ..... everything

beyond the close circuit of one's own enclosure is at the mercy of the

62 E S Prior, ‘On Garden Making’ I, Studio, 21 (October 1900), pp. 28-36; E S Prior,
‘On Garden Making II: The Condition of Practice’, Studio, 21 (November 1900),
pp. 83-85; E S Prior, ‘On Garden Making III: The Condition of Material’, Studio,
21 (December 1900), pp. 176.

8  Prior, ‘On Garden Making’ (28 October 1900), pp. 31-32.
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builder and threatened with the unseemly squalor of spreading

suburbs.5

Whereas Blomfield wrote little about how gardens should be planted,
referring only to ‘a border of old-fashioned flowers’.%* Thomas Hayton
Mawson (1861-1933), who called himself a landscape architect, suggested
extensive lists of trees, shrubs and flowers in The Art & Craft of Garden
Making.®*® He considered that ‘All architectural gardening is, in fact, designed
from first to last either as a background or skeleton for flowers and climbers’.®

In many ways, Mawson represented all that Blomfield despised. Until
his father died, he had worked for the nurseryman, John Mills in Onslow
Gardens, London and for two years on a smallholding. Yet his career in
garden design developed to the extent that he established one of the largest
practices in Britain.®® Whilst Mawson supported Blomfield’s view that there
were problems with the old formal style of garden design, he also agreed with
Robinson that the ‘new plants took away the garden’s restfulness and placed it
out of sympathy with the surrounding rural scenery’.%°

Whilst Mawson attempted to be conciliatory, it is Gertrude Jekyll
(1843-1932), who is credited with resolving the argument. The architectural

historian, Christopher Hussey (1899-1970), described the combination of

6  Prior, ‘On Garden Making’ (28 October 1900), pp. 31-32.

8  Blomfield, The Formal Garden in England, p. 135.

% Thomas Hayton Mawson, The Art & Craft of Garden Making (London: BT
Batsford, 1900, 4th Edition 1912).

7 Mawson, The Art & Craft of Garden Making, p. 107.

8  Ken Lemmon, ‘Landscaper of the World: Thomas Hayton Mawson, A Self-Help
Victorian’, Country Life, 175 (10 May 1984), pp. 1318-1320.

6  Mawson, The Art & Craft of Garden Making, p. 5.
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Jekyll’s naturalistic planting and Edwin Luytens’ (1869-1944) geometry at the

Deanery Garden, Sonning:

House and garden are a single interpenetrating counterpoint - parts
roofed over, others open to the sun, with the garden walks leading right
into and about the house, and the windows placed to catch the sparkle

of the of a pool or complete the pattern of a terrace.”

Thus the Deanery garden ‘at once formal and irregular, virtually settled

that controversy”! (Figure 12).
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Figure 12: View from the Orchard, The Deanery, Sonning (1903)

However the architect, Harold Falkner (1875-1963), who trained at
Blomfield’s practice and became one of Jekyll’s friends, used to recall her

reflections on Robinson and Blomfield, ‘She used to relate with great glee that

70 Christopher Hussey, The Life of Sir Edwin Luytens (London: Country Life, 1953),

p- 96.
" Ibidem.
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Robinson designed a garden all squares and Reggy [Blomfield] a garden on a

cliff with no straight lines in it’ (Figure 13 and Figure 14).7

Figure 13: The Flower Garden, Gravetye Manor, East Grinstead (1912) and
Figure 14: Point Hill, Playden from the South West (1913)

Jekyll and Luytens’ collaboration has attracted considerable attention,
notably from the garden historian, Jane Brown, as the gardens they designed
together are seen to embody the essence of the pre-1914 ‘golden afternoon’

gardens (Figure 15 and Figure 16).7

2 Quoted in Sam Osmond, Harold Falkner: More than an Arts & Crafts Architect

(Chichester: Phillimore, 2003), p. 60.
3 Jane Brown, Gardens of a Golden Afternoon: The Story of a Partnership: Edwin

Luytens & Gertrude Jekyll (London: Allen Lane, 1982).
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Figure 15: William Nicholson, Gertrude Jekyll (1920) and Figure 16: Bernard
Partridge, Sir Edwin Luytens (1927)

When they met in 1889, Jekyll was already regarded as a noted
craftswoman, gardener and writer, whilst he was embarking on his
architectural career.”* She was forty-five, he was twenty. He had studied
architecture at South Kensington School of Art between 1885 and 1887 and for
a short time worked at the architectural practice of Ernest George (1839-1922)
and Harold Peto (1864-1933). Jekyll, who had met Morris and Ruskin, was
still living with her mother at Munstead House, near Godalming. Jekyll knew
Robinson and the horticulturalist, Samuel Reynolds Hole, Dean of Rochester
(1819-1904) and had many influential contacts. She introduced him to
vernacular buildings as they went around the Surrey countryside. Their
rapport resulted in him designing her home at Munstead Wood in 1896,
where she had already started to make the garden, which is discussed in

Chapter 2.

74 She started writing for The Garden in 1881.
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The Deanery, one of Luytens early commissions, was built for Edwin
Hudson (1854-1935), the editor of Country Life, between 1899 and 1901,
which later featured many of their houses and gardens (Figure 12).”> After
1900, Jekyll rarely travelled far from Munstead Wood, but The Deanery is one
of the few places she visited. She devised planting schemes from Luytens’
plans and site analysis. It was the combination of his elegant, curving designs
in brick or soft coloured stone, softened further by her choice of plants that
resulted in their success.

The Deanery’s garden shows some of the formal features that were

typical of Luytens’ style (Figure 17).

Figure 17: Small Circular Pool, The Deanery (1980)

The semi-circular arch seen in Figure 18 was a design that Luytens
often used, for example at Hestercombe in Somerset, designed between 1903

and 1906 for the Honourable Edward Portman (1856-1911) (Figure 19).

5 They worked for him at Lindisfarne Castle in Northumberland and Plumpton
Place in Sussex.
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Figure 19: Pool Within an Arched Wall, Hestercombe (1908)

At Folly Farm near Reading, designed between 1906 and 1912, Luytens’
formal features can be seen, as well as Jekyll’s exuberant planting in the

purple and blue borders in the background (Figure 20).
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Figure 20: Pool and Formal Beds, Folly Farm (1922)

Jekyll’s planting complemented Luytens’ design at Hestercombe. The
Plat, viewed from above, shows not only its design, but its relationship to the

countryside beyond (Figure 21).

T
L iy 3t ININNEN Lipdi  wiNY ol
. 5 RGBS R, o SR

21: The Plat, Hestercombe (1927)
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The pre-war years were the most productive years of their partnership.
In 1918, Jekyll was seventy-five-years-old and rarely left Munstead Wood.”
Brown’s opinion of Lutyens is ‘with the coming of peace, he soon regained his
aplomb, but the gardens, where his inner-self had found expression in the real
joy of creation, were never to be quite the same.”””

By 1914, several styles had been established that came to represent the
English Garden: those designed along formal lines usually by architects, which
usually did not relate to the adjacent countryside; more informally designed
gardens with abundant planting, which blended into to the wider landscape;
and gardens which combined both aspects.

In this section, consideration is given to how artist-gardeners
responded to Blomfield and Robinson’s ideas, and importantly whether they
developed styles of their own. Chapter 1 focuses on the specialist garden
artists’ paintings including George Samuel Elgood, Beatrice Parsons and
Ernest Arthur Rowe. It assesses how they represented gardens in this period
and whether this affected their preferences in their own gardens. The
chapters on Jekyll, Alfred Parsons and Lawrence Johnston discusses their
approach to garden design for themselves and others. Part of the chapter on
Edward Augustus Bowles, Reginald Farrer and Frank Galsworthy, who were
botanical artists, includes the design of rock gardens, which became

fashionable and contentious before 1914 and after.

6 She designed about ten gardens a year until 1929 and continued to provide

planting plans for some of Lutyens’ commissions.
7 Brown, Gardens of a Golden Afternoon, pp. 132-152 shows he was working in
New Delhi and for the War Graves Commission, p. 108.
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Art Before 1914

In the opinion of the art historian, David Peters Corbett, the late nineteenth
century ‘marked a turning point in the rise of a modern sensibility and
modern modes of representation in England’.”® It was characterised by the
continuation of the English landscape painting style, as favoured by Alfred
Parsons and rural life, as depicted by Helen Allingham (1848-1926). One of
Parsons’ close friends, the American artist, John Singer Sargent (1856-1925),
who is best known for his portraits, also painted landscapes.” Landscape
with Roses gives a slightly impressionistic view of an expanse of water behind
the roses, whereas The Boating Party, painted three years later depicts a
popular leisure activity of the period, and one favoured by Parsons and

Sargent’s friends (Figure 22 and Figure 23).

Figure 22: John Singer Sargent, Landscape with Roses (1886)

8 David Peters Corbett, Ysanne Holt & Fiona Russell, The Geography of
Englishness: Landscape and the National Past 1880-1940 (London: Paul Mellon
Centre for Studies in British Art, 2002), p. viii.

 He organised Parsons’ Memorial Exhibition at the Leicester Gallery in June 1920.
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Figure 23: John Singer Sargent, The Boating Party (1889)

Although two of Parsons’ artist friends, Lawrence Alma-Tadema (1836~
1912) and Sir Frederic Leighton (1830-1896) were linked to the pre-
Raphaelite Brotherhood founded in 1848, he does not appear to have been
influenced by them or Sargent.®*® His 1918 painting of Bredon remains in the

English landscape style (Figure 24).

Figure 24: Alfred Parsons, A Summer View of Bredon on the Avon (1918)

8  Founded by Morris’ close friend, Dante Gabriel Rossetti (1828-1882) with the
artists, William Holman Hunt (1827-1901) and John Everett Millais (1829-1896).
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Not only were ideas about garden design changing before 1914, landed
estates, too, faced threats that would have an impact on garden design. For
the first time, their social and financial position was threatened. By 1890,
country estates, which had been self-sustaining, were unable to compete with
cheaper imported grain and meat and needed alternative sources of income.?’
The introduction of Estate Duty in 1896 exacerbated their financial
difficulties.??

Furthermore, the Liberal politician, Charles Masterman (1873-1927),
attacked what he regarded as the new ‘super-wealthy’.®® In his opinion, their
wealth had not benefitted the country, but had financed fashionable country
houses, which hosted ‘weekend’ parties where guests were entertained by
hunting, shooting, golf, horse racing and tennis.®* It was this way of life that
necessitated a beautiful garden, which their owners could afford to have
designed.

Although the garden artists’ popularity continued until the outbreak of
war, there were signs of change that were to have a significant impact on
British art after 1918 and threaten its cultural position. When the artist and
critic, Roger Fry (1866-1934), organised ‘Manet and the Post-Impressionists’
in 1910, it caused a sensation that is difficult to understand today.t> Although

artists like Alfred Parsons and others, who visited Paris regularly would have

8 Clive Aslet, The Edwardian Country House: A Social and Architectural History
(London: Frances Lincoln, 2012), p. 11. In 1886, 30,000 tons of mutton were
imported, but by 1914 this had risen to 250,000 tons.

82 This unified death duties on personal property and real estate. Their traditional
way of life was threatened further with the, the 1909 People’s Budget and the 1911
Parliament Act.

8 Charles Masterman, The Condition of England (London: Methuen, 1900).

8  Adrian Tinniswood, The Long Weekend (London: Jonathan Cape, 2016). The
‘country house weekend’ gained popularity in the 1890s and continued with the
advent of the motor car.

8 Tt attracted 25,000 visitors from 8 November 1910 to 15 January 1911.
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seen these paintings, The Times criticised not only the paintings, but Parisian
artists who were ‘trying to prove that the pictures are not only art, but almost

the only logical art, the only possible art, at the present day’.s

The second Post-Impressionist exhibition in 1912 was received more
favourably and The Times suggested that the pictures should be considered on
their individual merits.®” It was conceded that although the paintings were
still representative, the artists, some of whom were British, simplified their
forms.® This can be seen in the painting used for the exhibition’s catalogue by
Duncan Grant (1885-1978), whose paintings of landscapes and gardens are

discussed in Chapter 8 (Figure 25).

Figure 25: Duncan Grant, Second Post-Impressionist Exhibition (1912)

8  Anonymous, ‘Post-Impressionist Painting’, The Times, 39423 (7 November 1910),
p. 12. It comprised one hundred paintings by French artists including Paul
Cézanne (1839-1906), Paul Gaugin (1848-1903) George Seurat (1859-1891) and
the Dutch artist, Vincent Van Gogh (1843-1890).

8  Anonymous, ‘The Post-Impressionists’, The Times, 40035 (21 October 1912), p.
10. It was held at the Grafton Galleries from 15 October to 31 December 1912

8  Anonymous, ‘The Post-Impressionists’, The Times, 40035 (21 October 1912), p.
10.
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However, Grant’s painting along with those by Georges Braque (1882-
1963) and Pablo Picasso (1881-2973) signalled another change that would
have an even greater impact on art and cause controversy throughout the
period under study. This was abstract art, which the critic, T E Hulme (1883-
1917), discussed during a lecture in January 1914, when he explained the

German art historian, Wilhelm Worringer’s (1881-1965) ideas.?

Thus although this period has been regarded as the ‘golden afternoon’,
it was also an age of uncertainty. Whilst the wealthy made efforts to preserve
the status quo, they saw their incomes declining as the result of political and
social change. Not only did the Boer War from 1898 to 1902 underline the
problems and immense cost of managing Britain’s overseas Empire, its pre-
eminence as an economic and political world leader was being challenged. Yet
although change had begun when the First World War started, many people

remained unaware and as Montague Cooke wrote:

As I closed the gate on my little garden on my departure south for the
Great War, I popped over the hedge and said ‘Good-bye, roses. I little
knew as the gate closed that I was saying good-bye to very much more
than my lovely roses; for nothing has ever been the same ..... the little

gate closed .....". %

8 T E Hulme, Herbert Read (Edited), Speculations: Essays on Humanism and the

Philosophy of Art (London: Keegan Paul, Trench. Triibner, 1924), p. 76-77. Quest
Society Lecture, ‘Modern Art and Its Philosophy’, 20 January 1914. Wilhelm
Worringer, Abstraction and Empathy: A Contribution to the Psychology of Style
(Chicago: Elephant Paperbacks, 1997). First published, Germany, 1908, but only
translated into English in 1953.

% Montague Cooke, Clouds That Flee (London: Hutchinson & Co), 1935, p. 138.
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Chapter 1:

The Garden Artists

Margaret Waterfield, E V B’s Garden (1910)
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‘Pursuing the past or the picturesque corners of reality into
the fey realms of fantasy [and that] this whole rich haul of
genre painting, the nostalgic Victorian garden, can constantly
be called charming, enchanting, delightful, attractive,
delicate — all these flattering adjectives — until the end of

time, and they will remain just that.’
Jane Brown”'

Today paintings by the late Victorian garden artists, George Samuel Elgood,
Beatrice Parsons and Ernest Arthur Rowe are often seen on greetings cards
and as seen in Figure 1.1 they show a blissful, but illusory view of tranquil,
sunny gardens with the implication that life during this period was idyllic and
one we should aspire to, but which in reality existed only in the gardens of the

wealthy.

Figure 1.1: Beatrice Parsons, Summer Flowers, Oxhey

9 Jane Brown, The Pursuit of Paradise: A Social History of Gardens and
Gardening (London: Harper Collins, 1999), p. 121.
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This nostalgia is an unexpected consequence, as the paintings which
were much sought at the time, depicted an English countryside and a way of
life that many feared was disappearing. Although these can be dismissed as
representing nothing more than pretty pictures that are easy to look at, they
can also be studied to see how they reflect British garden design during this
period.

Based on the title of Elgood’s exhibition at the Fine Art Society in 1891,
‘A Summer Among the Flowers’, it has been suggested that a new ‘school’ of
garden painters emerged.®> The American art historian, Anne Helmreich
thought this pointed to a ‘loose-knit’ artistic community where artists might
share ideas. Yet although these artists would have been aware of each other,
there is little evidence there was any association between them.® Beatrice
Parsons and Rowe met at Lambeth College of Art, but neither became part of
the art establishment.** Elgood was a loner and anti-establishment, but may
have known Alfred Parsons.%

There has been debate about which artists should be designated
‘specialist’ garden painters, as distinct from those who depicted them
occasionally. Victorian Flower Gardens includes paintings by both,% but

Christopher Wood considered only Elgood, Beatrice Parsons and Rowe were

%2 Fine Art Society, George S Elgood, ‘A Summer Among the Flowers’ (January-

February 1891), p. 3.

Anne Helmreich, 'Contested Grounds: Garden Painting and the Invention of

National Identity in England 1880-1914' (Unpublished PhD Thesis, Northwestern

University, 1994), p. 17.

% As a woman, Beatrice Parsons was unlikely to have been included.

% Elgood’s sister, Elizabeth married the artist, John Fulleylove (1845-1908), who
knew Parsons.

% Andrew Clinton-Payne & Brent Elliott, Victorian Flower Gardens (London:
Weidenfield & Nicolson, 1988).
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specialist garden painters. % In her assessment, Helmreich also included
Helen Allingham and Alfred Parsons. Allingham did paint gardens, notably
Gertrude Jekyll’s garden at Munstead Wood, but she is usually remembered
for her depiction of cottages in the Surrey countryside (Figure 1.2). Although
she enjoyed her garden at Sandhills at Witley in Surrey, she only lived there

between 1881 and 1888 and spent the rest of her life in Hampstead.%

Figure 1.2: Helen Allingham, A Cottage near Brook, Witley (1880s)

Parsons’ obituary in The Times, was entitled, ‘Painter of Flowers and
Gardens’.* Whilst he painted gardens, often for his friends, he always
referred to himself as a landscape painter.’® His only exhibition devoted
solely to garden paintings, ‘Gardens and Orchards’ was held at the Fine Arts

Society in 1891. His paintings and design style are discussed in Chapter 3.

% Penelope Hobhouse & Christopher Wood, The Painted Garden: English
Watercolours 1850-1916 (London: Pavilion Books, 1988), p. 13.

%  Anne Helmreich, The English Garden and National Identity: The Competing
Styles of Garden Design, 1870-1914 (New York: Cambridge University Press,
2002), p. iii. This was based on her thesis, Helmreich 'Contested Grounds'.

% Anonymous, 'Painter of Flowers and Gardens', The Times, 47200 (21 January
1920), p. 15.

190 Census records.
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Elgood, Rowe and possibly Beatrice Parsons designed their own gardens, but
did not design gardens for others. Some of their paintings may have been
commissions, but most were speculative to be shown and sold at exhibitions.
A study of their paintings reveals their different styles and preferences in the
gardens they chose to depict. They have been considered to see how they
represented the different styles of the period.

George Samuel Elgood (1851-1943)

Figure 1.3: George Elgood

Elgood’s biography was written by his niece, Eve Eckstein, who had access to
the family archive (Figure 1.3).”" He was born in Leicester and started to
study architectural drawing in London. After his father died in 1874, he
returned home to manage the family business, but continued to paint and in

1877 exhibited at the Walker Gallery in Liverpool. After he married Mary

191 Eve Eckstein, George Samuel Elgood: His Life and Work 1851-1943 (London:
Alpine Fine Arts Collection, 1995). Eckstein died in 2016 and the location of this
archive is unknown.
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Wellington Clephan (1852-1925), a wealthy artist in 1881, he was able to
devote his life to painting.

Elgood became friends with the horticulturalist, Samuel Reynolds
Hole, Dean of Rochester and illustrated two of his books.'? It may have been
Hole, who introduced Elgood to Jekyll, and he painted her garden (Figure
2.18). He also collaborated with her on Some English Gardens in 1904, which

included a painting of herbaceous plants in Hole’s garden (Figure 1.4).'%

Figure 1.4: George Elgood, The Old Deanery Garden, Rochester (1904)

Gardens that exist today can still be recognised from his painting, for

example the steps at Penshurst Place in Kent (Figure 1.5 and Figure 1.6).

102§ Reynolds Hole, Book about Roses (London: E Arnold, Edition 1896) and S
Reynolds Hole Our Gardens (London: J M Dent, 1899).

103 Gertrude Jekyll & George Elgood, Some English Gardens (London: Longmans
Green & Co, 1904).
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Figure 1.6: Penshurst Place (2019)

However, his paintings also record gardens that have disappeared, like
the topiary garden at Compton Wynyates in Northamptonshire. The trees

were cut down and replaced by a rose garden in the 1980s (Figure 1.7).
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Figure 1.7: George Elgood, Topiary Garden, Compton Wynyates (1904)

Elgood painted throughout Britain and after his marriage he and his
wife spent winters in Italy, the results as Jekyll suggested were ‘Mr Elgood
delights to paint gardens that come to us through the influence of the Italian
Renaissance.'™ In 1907, Italian Gardens demonstrated not only a knowledge,

but appreciation of their architectural features and statuary (Figure 1.8).70

Figure 1.8: George Elgood, Italian Garden (1907)

104 Jekyll, Some English Gardens, p. 1.
195 George S Elgood, Italian Gardens (London: Longmans, Green & Co, 1907).
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Many of Elgood’s English paintings depict the more formal aspects of
design. Figure 1.9 at shows a path, defined by a tall yew hedge beyond the
circular pool and fountain Melbourne Hall in Derbyshire. Although the
garden was laid out in the late seventeenth century, it reflects the spirit of the

time (Figure 1.9).

Figure 1.9: George Elgood, The Fountain Walk, Melbourne Hall (1892)

Elgood’s first garden was Markfield in Leicestershire, which he
sometimes referred to as Raunscliffe or Ramscliffe. In Some English

Gardens, an insight to his approach was suggested:

The size and grandeur of the garden may suit the great house as a
design — it may be imposing and costly, and yet it may lack all the

qualities that are needed as for simple pleasure and refreshment.%

Jekyll suggested that Markfield’s ‘simple borders of hardy flowers,

planted and tended with constant watchfulness and loving care by the owner’s

196 Jekyll, Some English Gardens, p. 58.
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own hand’ resulted in a garden of ‘delight and companionship’.’” His
paintings show not only its herbaceous borders with a glimpse of the
countryside beyond, but his love of hardy plants, like foxgloves and lupins

(Figure 1.10 and Figure 1.11).

Figure 1.10: George Elgood, The Garden at Ramscliffe and Figure 1.11:
Foxgloves, Ramscliffe (1909)

Markfield remained his summer home after he bought Knockwood, a
sixteenth-century timber-framed house near Tenterden in Kent in 1908. He
lived there until his death and the narcissus planted in the orchard were a
feature William Robinson would have enjoyed (Figure 1.12). Elgood is
reputed to have designed gardens in later life, but no evidence has been found

to support this.

107 Jekyll, Some English Gardens, p. 58.

1% David Marsh, 'Enchantment of the Highest Order’
(https://thegardenstrust.blog/2015/04/18/enchantment-of-the-highest-order)
[Accessed 20 May 2018]. Eckstein, George Samuel Elgood makes no mention of
this.
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Figure 1.12: George Elgood, Knockwood in Spring (1918)

Elgood is the only garden artist who expressed opinions about garden
design. He told Eckstein’s father that, ‘A good landscape gardener, there is no
such person. Arrange your garden to suit yourself. It will be as good as or
better than any landscape gardener will arrange.”"® As he grew older, he

became critical of landscape architects, annotating his books and newspapers:

Most of the Well known designers know nothing about design or
gardens except to run up huge bills. The Great Luytens for instance

would spend £2000 to £3000 ......""°

He criticised Thomas Mawson as ‘the man who balances balls of stone
on the tops of walls and gate piers. He gets his balls wholesale at so much a
dozen. He never improved any garden!""" His sarcasm was not reserved for

architects and the art critic, Arthur Lys Baldry (1858-1939) was a man, who

199 Eckstein, George Samuel Elgood, p. 174.

110 Tbidem, p. 188. Luytens is reputed to have asked Viscount Portman for £10,000
to design the garden at Hestercombe. Today, £1,225 million.

" Ibidem, p. 188.
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‘knows little of planning beyond what he has “picked” up from Country Life,
Mawson and other equally valuable authorities.”'?

Before 1914, Elgood exhibited frequently, but he was sixty-seven years
old when he exhibited at the Fine Art Society in 1918 and only exhibited again
in 1923."% Although Elgood and Rowe both lived in Kent, loved Italy and
often painted the same gardens, it appears they did not know each other.

Ernest Arthur Rowe (1863-1922)

Figure 1.13: Arthur Rowe (1899)

A biography of Rowe using family records was self-published by his
grandson.'* He was born at Stratford, then in Essex, and in comparison with
the other garden artists, came from a relatively humble background. In
October 1878, his father paid £55 for him to be indentured at the print

lithographer, Montague Chattterton and Co in Gray’s Inn Road, London. In

112 Eckstein, George Samuel Elgood, p. 188.

13 Anonymous, ‘Art Exhibitions’, The Times, 43521 (11 December 1923), p. 12 and
Anonymous, ‘Small Water-colours’, The Times, 46182 (11 July), p. 10.

"4 Derrick R Rowe, Ernest Arthur Rowe: The Life and Work of a Victorian Garden
Painter (Kent: Self-published, 2009). Rowe’s website has disappeared and the
location of the archive is unknown.
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1884 he submitted two paintings to the Royal Institute of Painters in
Watercolours and was invited to study there. '"* Later he attended evening
classes for several years at Lambeth College of Art. After his father died, Rowe
used his £200 bequest to buy a house for his mother and sister, Florence, in
East Dulwich.®

In 1885, Rowe decided to earn his living as an artist and went to paint
in Devon. There he met Christine Hamlyn (1856-1936), who lived at Clovelly
Court. She commissioned him to paint several pictures of the garden and also
recommended him to her friends. For a number of years, his family supported
him, but by 1895, he was able to settle his debts.

Throughout his life, Rowe suffered from chest problems and in 1896
whilst recovering from tuberculosis at Davos in Switzerland, he met Sophy
Ann Slater (1870-1943), a nurse who became his wife.""” After 1896, Rowe
spent winters in Italy or Spain for his health (Figure 1.14). He also moved to
Southborough in Kent with his mother and sister in 1898 and lived in Kent for
the rest of his life.!"®

His first solo exhibition was held in 1897 and until 1913, he had eight
further exhibitions at the Dowdeswell and Greatorex Galleries. Whilst he
never exhibited at the prestigious Fine Art Society like Elgood and Alfred

Parsons, his paintings were purchased by Queen Alexandra and Queen Mary.

15 Rowe, Ernest Arthur Rowe, p. 4. Today, £6,394.

16 Today, £25,873.

"7 They married in 1899.

118 He continued to support them. When his sister, Isabel died, Florence looked
after her three children.
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Figure 1.14: E Arthur Rowe, Menton and Monte Carlo from Capo Bordighera

He and Elgood often painted the same gardens, for example Melbourne
Hall (Figure 1.15). In Rowe’s painting, the fountain forms the central feature

whereas Elgood placed more emphasis on the walk behind.
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Figure 1.15: E Arthur Rowe, Fountains in the Garden, Melbourne Hall

Rowe chose to paint gardens’ more formal features, which provide
insight into a designer’s style. His depiction of The Willows, a garden

Mawson designed between 1898 and 1902 shows a quarter-circle of steps in
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the Arts & Crafts style, as well as heavy stone arches in the background, a less

attractive aspect of Mawson’s designs (Figure 1.16).

Figure 1.16: E Arthur Rowe, The Willows, Preston (1912)

As Rowe also enjoyed Italian gardens, he often painted English gardens
with Italianate features like Brockenhurst Park in Hampshire, which was
described as ‘one of the best nearly Italian gardens’ (Figure 1.17).""° It was
designed at the beginning of the twentieth century and although its designer is
unknown, Rowe’s painting reflects the popularity of clipped arches, topiary

and sundials.

118 Jekyll, Some English Gardens, p. 2.
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Figure 1.17: E Arthur Rowe, Grey Day, Brockenhurst Park

Rowe also painted the Italian Garden at Hever Castle in Kent, designed
for William Waldorf Astor (1848-1919) by Joseph Cheal & Sons between 1904
and 1908. It displayed Astor’s large collection of Italian statuary and

ornaments (Figure 1.18). It is still recognisable today (Figure 1.19).

Figure 1.18: E Arthur Rowe, The Italian Garden, Hever (1920)
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Figure 1.19: Italian Garden, Hever (2012)

Wherever he lived, Rowe made a garden, but when he designed the
garden at his Elizabethan-style house, Ravello, at Rusthall near Tunbridge
Wells in 1907, it is not surprising that it included a number of large Italian
pots (Figure 1.20). However, Figure 1.21 shows a rose bower and simple,

cottage-style flowers, like hollyhocks.

Figure 1.20: E Arthur Rowe, Ravello, Rusthall (1909)
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Figure 1.21: E Arthur Rowe, The Garden, Ravello

Rowe’s life underlines the uncertainty of pursuing art as a career. After
his early financial difficulties, he became affluent, but during the war his
income disappeared and he had to sell Ravello and move into rented
accommodation. Although his finances improved after 1918, at his memorial
exhibition in 1925, attended by Queen Mary, only twenty-eight of the ninety-

four paintings were sold.'®

120 Rowe, Ernest Arthur Rowe, p. 99.
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Beatrice Emma Parsons (1869-1955)

Figure 1.22: Beatrice Parsons

Although no biography has been written about her life, a dissertation in 2001
explored Parsons’ life and painting (Figure 1.22)."' She was born in Peckham
in south London and her father was a translator for Lloyds."? Unusually for a
woman at this time, she was educated at the Haberdashers’ Aske’s School

for Girls, King’s College, London and at the Royal Academy Schools, where
she won three prizes. In 1907, she moved with her mother and her sisters,
Grace (1870-1952) and Minna (1875-1968) to 63 Kingsfield Road at Oxhey,
near Watford in Hertfordshire where she lived until her death. Many of her
paintings depict Oxhey and possibly her garden (Figure 1.1). In 1889, she
started to exhibit at the Royal Academy, but she did not concentrate on
painting gardens for some time. Like Rowe, she exhibited at the Dowdeswell

and Greatorex Galleries and a number of her paintings were bought by Queen

121 Susan R Selwyn, 'Garden of England: Myth and Meaning in Edwardian Garden
Paintings Through the Work of Beatrice Parsons (1869-1955)" (Unpublished MA
Dissertation, University of London, 2001).

22 Her brother, Karl Parsons (1884-1934) designed stained-glass.
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Mary, the Duchess of Westminster and the Countess of Harewood. As well
twenty-two solo exhibitions, she also illustrated a number of books including
The Gardens of England in 1908.'%

Parsons’ often painted the natural gardens that Robinson championed.
Although she painted Gravetye Manor, it appears he did not own any of her

paintings (Figure 1.23).

Figure 1:23: Beatrice Parsons, Spring Woods at Gravetye

Two paintings of Oxford Colleges also show the less formal parts of
their gardens in spring (Figure 1.24 and Figure 1.25). Yet Parsons is
remembered for her depictions of billowing flowers in herbaceous borders.
Whilst these reflect the pre-war style of planting, even when the gardens are

named, they are barely recognisable (Figure 1.26).

122 E T Cook, The Gardens of England (London: A & C Black, 1908).
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Figure 1.24: Beatrice Parsons, Wild Garden, St John’s College, Oxford and
Figure 1.25: Beatrice Parsons, Wild Garden, St Hilda’s College, Oxford

Figure 1.26: Beatrice Parsons, August Flowers, The Pleasaunce, Overstrand

However, her paintings of Blickling Hall in Norfolk and Gravetye

Manor depict the house as well as the flower borders (Figure 1.27 and Figure
1.28).
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Figure 1.27: Beatrice Parsons, Borders at Blickling (1920s)

Figure 1.28: Beatrice Parsons, Gravetye Manor

After Japan opened its borders for trade in the latter part of the
nineteenth century, the architect Josiah Conder (1852-1930) published a book
about its gardens. They became fashionable in Britain and Parsons depicted a

Japanese tea house at Heale House in Wiltshire, designed by Louis Greville
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(1856-1941), a former diplomat in Tokyo, at the beginning of the twentieth

century (Figure 1.29).'*

Figure 1.29: Beatrice Parsons, Teahouse at Heale House

Parsons was the only specialist garden artist, who continued to exhibit

in the interwar period. One reason, as an obituary recorded, was that ‘what

she earned by her art was devoted to the care of the invalid members of her

family, and she worked until the very end of her life, though often in great

disability and pain.”’ Between 1917 and 1921, Eyre & Spottiswoode sold

prints of her paintings,’?® and she continued to illustrate books.’?” In 1920 and

1921, the cover of Suttons & Sons seed catalogues used one of her paintings

(Figure 1.30)."%

124

125
126

127

128

Josiah Conder, Landscape Gardening in Japan (Tokyo: 1893, Edition Leopold
Classic Library).

W, ‘Miss Beatrice Parsons’, The Times, 53171 (21 February 1955), p. 10.
Advertisement, ‘Beautiful Flower Gardens’, The Sphere (1917 to 1921). Prints
were 15%2 x 11Y2 inches and cost 7s 6d.

J G Millais, Rhododendrons (London: Longmans & Co, 1924) and Richard Sudell,
The Complete Book of Gardening (London: Longmans & Co, 1930), which also
included paintings by Ella du Cane and Elgood.

Advertisement, Suttons Flower Seeds, Journal of the Royal Horticultural
Society, LXXXV (January 1921), p. Xiv.
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Figure 1.30: Sutton & Sons Catalogue (1921)

Reviews show her style never changed and she continued to paint
flowery scenes, which were described in 1924 as ‘a kind of still-life picture out
of doors’."® Figure 1.31, her portrayal of the architectural plants, yuccas and

agapanthus, was representative of Jekyll’s style.

129 Anonymous, ‘Flowers and Fish’, The Times, 43597 (11 March 1924), p. 12.
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Figure 1.31: Beatrice Parsons, Lilies, Agapanthus and Yucca

Edith Helena Adie (1864-1947)

Edith Adie may also have needed an income after the war, as in 1920 she
advertised in the Royal Horticultural Society’s catalogue, ‘If you want a
LOVELY WATERCOLOUR Painting of your own garden, write to Miss Edith
H Adie ARWS. Exhibitor at the Royal Academy, 4 Suffolk Place, Sevenoaks,
Kent’.1%

Until 2018, little was known about Adie’s career.™ She studied art at
the Kensington, Westminster and Slade Schools and exhibited at the Royal
Academy in 1893 and 1894, but there is no evidence to suggest she gardened.
Before 1914, she painted in Italy and taught painting in Bordighera near the
Italian/French border, where a number of British women lived (Figure
1.32)."32 She had two solo exhibitions at the Fine Art Society in 1907, ‘Gardens

and Italian Rock Villages’ and ‘Sunshine in England’ in 1910.

130 Advertisement, Catalogue and Schedules, Royal Horticultural Society (1920-22),
p- 64.

31 Ray Crozier, Sandra Crozier & John Devonshire, ‘Edith Helena Adie 1864-1947,
Occasional Papers of the Royal Horticultural Society, 16 (June 2018), pp. 77-94.

132 She lived in Sevenoaks, Kent for the last thirty years of her life
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Figure 1.32: Edith Adie, A Blaze of Flowers, Villa Capponti, Florence

Adie also painted the gardener and plant collector, Reginald Radcliffe
Cory’s (1871-1934) garden at Dyffryn in South Wales, which Mawson designed
in 1906. Cory commissioned her to paint the garden and between May and
September 1923, she painted eighteen pictures, which were used when the
National Trust restored the garden. Whilst Figure 1.33 shows her depiction of
the swimming pool, Figure 1.34, shows it after restoration.”® Figure 1.35, the
fountain garden, shows Mawson’s extensive use of stonework, which appears

more elegant in Adie’s depiction than the heavy stonework seen today (Figure

1.36).

133 These and five paintings of Italian gardens are part of the Cory Bequest, donated
to the Royal Horticultural Society in 1936. Cory instructed that his papers should
be destroyed after his death.
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Figure 1.33: Edith Adie, The Swimming Pool, Dyffryn (1923)

Figure 1.34: Swimming Pool, Dyffryn (2019)
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Figure 1.35: Edith Adie, The Fountain Garden, Dyffryn (1923)

Figure 1.36: Fountain Garden, Dyffryn (2019

Margaret Helen Waterfield (1865-1953)
Margaret Waterfield also painted until her death in 1953 when over a hundred
paintings, many of which were damaged, were found in a garden shed. The

American academic and gardener, William Frederick Junior (1927-2018), who
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owned some of her paintings and the art historian, Diana Baskervyle-Glegg
both described her paintings.'

Waterfield came from a wealthy family and unlike her brother, Aubrey,
whose work is discussed in Chapter 7, she was taught at home. Between 1898
and 1911, she exhibited in Birmingham, Liverpool and London, but she is best
known for her garden books, which she illustrated.'*> Garden Colour, was
published in 1905, three years before Jekyll’s, Colour Schemes for the Flower
Garden.® However, its focus is not on the use of colour, but planting for a
succession of colour.”™ Three further books illustrated with her watercolours
were published before the war.'?

Until 1914, she lived with her parents at Nackington House on the edge
of Canterbury cricket ground, where she gardened. It often featured in her
paintings and Figure 1.37 shows daffodils and trees in blossom in a natural
area of the garden with the house in the background. Her taste was very much
in tune with Robinson’s ideas and like Beatrice Parsons, her paintings display
borders of hardy garden flowers at Nackington House and Milton Court, near

Dorking (Figure 1.38 and Figure 1.39).

3 William Frederick, ‘Margaret Helen Waterfield’, The Garden, 112 (August 1987),
pp. 351-356 and Diana Baskervyle-Glegg, ‘Painter with a Gardener’s Eye’,
Country Life, 184 (25 October 1990), pp. 72-75.

Baskervyle-Glegg, ‘Painter with a Gardener’s Eye’, p. 72.

136 Gertrude Jekyll, Colour Schemes of the Flower Garden, Woodbridge, Suffolk,
Antique Collectors Club edn (London: George Walmsley, 1908).

137 Margaret H Waterfield, Garden Colour, (London: J M Dent, 1905).

138 Margaret H Waterfield, Flower Grouping in English, Scotch and Irish Gardens
(London: J M Dent & Co, 1907), Margaret H Waterfield, A Book of Gardens
(London: T N Foulis, 1910) and Margaret H Waterfield, Corners of Old Grey
Gardens (London: T N Foulis, 1914).

135
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Figure 1.37: Margaret Waterfield, Daffodils and Forget-Me-Not, Nackington
House, Canterbury (1907)

Figure 1.38: Margaret Waterfield, Oriental Poppies and Lupins at Nackington

In 1921, Waterfield moved to Aldergate Wood at Lympne in Kent,

where she made a garden and lived until her death.™® Although she continued

138 Adjacent to Port Lympne, it is now the home of Lord Howard of Lympne, former
leader of the Conservative Party.
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to paint, she illustrated only one book.™° Figure 1.40 shows the landscape

near Aulla where her brother, Aubrey, lived.

Figure 1.39: Margaret Waterfield, Phlox and Hollyhocks, Milton Court,
Dorking (1911)

Figure 1.40: Margaret Waterfield, Gulf de Lerici (1938)

40 Reverend N Paterson, Margaret Waterfield (Illustrated), The Manse Garden
(London: T N Foulis, 1926).
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As rail and road links improved, the wealthy as well as the garden
artists spent the winter in the warmer parts of Europe, like Italian Riviera and
the Cote d’Azur. In 1860 Dr James Henry Bennet recommended Menton for
those with medical conditions and travel guides started to appear.™' Its
reputation was enhanced further after Queen Victoria spent several winters
there between 1882 and 1899. Thus the garden artists’ paintings provided
people with mementos of their winters.?

A number of other artists also their painted gardens. Eleanor Vere
Boyle (1825-1916) depicted her home at Huntercombe Manor in

Buckinghamshire where she lived from around 1870 (Figure 1.41).'

Figure 1.41: Eleanor Vere Boyle, Parterre, Huntercombe Manor (1884)

41 James Henry Bennet, Winter and Spring on the Shores of the Mediterranean
(London: J & A Churchill, 1861). William Chambers, Wintering in Mentone
(London: W & R Chambers, 1870) and Henry James Miller, Wintering in the
Riviera with Notes of Travelling in Italy and France.

%2 Michael Nelson, Queen Victoria and the Discovery of the French Riviera
(London: I B Tauris, 2001).

143 Eleanor Vere Boyle, Days and Hours in a Garden (London: Elliot Stock & Co,
1884).
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The garden historian, Brent Elliott, has suggested that her garden was
an early example of designing ‘garden rooms’, which became ‘the style’ in

twentieth century British gardens (Figure 1.42)."

Figure 1.42: Garden Rooms, Huntercombe Manor

Marianne North (1830-1890), whose botanical paintings caused
controversy as she painted in oils rather than the ‘accepted’ watercolours

depicted her garden at Mount House, Alderley, Gloucestershire (Figure 1.43).

145

44 Brent Elliott, ‘A Sense of Enclosure’, Country Life, 190 (23 May 1998), p. a36.
%5 Marianne North, Mrs John Addington Symonds (Edited), Recollections of a
Happy Life, Volumes I & II (London: Macmillan & Co, 1892).
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Figure 1.43: Marianne North, Mount House, Alderley (1890)

Garden paintings by Thomas Henry Hunn at Gravetye Manor (1857-
1928) and Henry Moon at Munstead Wood (1857-1905) have also been used
to illustrate this study. Undoubtedly, this period was the garden artists’
heyday and after the war their paintings lost their popularity. Only Beatrice
Parsons exhibited regularly.'*¢ Alfred Parsons died in 1920, Rowe in 1922 and
Allingham in 1926. In recent years, some interest in their work has returned,
but small watercolour paintings remain unfashionable.™” Yet their work

provides a commentary on garden styles in this period.

%6 Anonymous, ‘Miss Beatrice Parsons: Painter of Gardens’, The Times, 53169 (16
February 1955), p. 10. By 1942, she had held nineteen solo exhibitions.
147 Christopher Wood promoted their work.
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Chapter 2:

Gertrude Jekyll, A Woman of Exceptional Talent

Helen Allingham, Michaelimas Daisies at Munstead Wood
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‘I can think of few English gardens made in the last fifty
years which do not bear the mark of her teaching whether it
is in the arrangement of a flower border, the almost habitual

collection of certain plants or the planting of that difficult
passage when a garden merges into wild’.
Russell Page'®

Figure 2.1: Gertrude Jekyll at Munstead Wood (1920s)

This was Russell Page’s assessement of Gertrude Jekyll’s contribution to
garden design in 1962. No other early twentieth-century designer’s work has
attracted more attention (Figure 2.1). Her partnership with Edwin Luytens

was outlined in the introduction to this Section.™®

48 Russell Page, The Education of a Gardener (London: William Collins & Co, 1962,
Edition 1983), p. 94.

49 Tt was explored by Jane Brown, Gardens of a Golden Afternoon: The Story of a
Partnership, Edwin Luytens and Gertrude Jekyll (London: Allen Lane, 1982).
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There is a plethora of secondary information about her including three
biographies. The first, written two years after her death, by her nephew,
Francis Jekyll, was based on her diaries, which he bequeathed to the Lindley
Library."® Betty Massingham’s biography used information provided by her
friend, the architect, Harold Falkner.'s" Another account was written by Sally
Festing."® The American garden historian, Judith Tankard has also published
a number of books and articles.'

Primary sources, which include some of her paintings, are held at the
Surrey History Centre and the Godalming Museum. Jekyll’s personal papers
and garden designs were donated to the College of Environmental Design at
the University of California in Berkeley in 1955 and can be accessed online.'>*
Jekyll, herself, was a prolific author and her books are still in print. She also
contributed regularly to Country Life and to William Robinson’s magazines,
The Garden and Garden Illustrated."®
Early Life
In 1848, Jekyll and her family moved from London to Bramley House, four

miles south of Guildford in Surrey. Here, after her brothers went to school,

150 Francis Jekyll, Gertrude Jekyll: A Memoir (London: Jonathan Cape, 1934).

151 Betty Massingham, Gertrude Jekyll (Princes Risborough: Shire Publications,
1975).

%2 Sally Festing, Gertrude Jekyll (London: Viking, 1991).

153 A comprehensive list is included in the Bibliography.

1% Judith Tankard, 'An American Perspective on Gertrude Jekyll’s Legacy', Journal

of the New England Garden History Society, 6 (Fall 1998), pp. 42-51, describes

how the American garden designer, Beatrix Farrand (1872-1959), Edith

Wharton’s niece, acquired her papers in 1948.

Gertrude Jekyll & Sir Lawrence Weaver, Gardens for Small Country Houses

(London: Country Life, 1914), Gertrude Jekyll, Wall and Water Gardens

(London: Country Life, 1902), Gertrude Jekyll, Garden Ornament (First

published London: Country Life & George Walmsley, 1918, Woodbridge: Antique

Collectors’ Club, 1982). A full list is given in the Bibliography.
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she developed an interest in wildflowers and the surrounding countryside.'s
She and her sister were also given a small plot to make a garden where they
grew primroses, forget-me-knots, columbines, monkshood and roses (Figure

2.2).1%7

Figure 2.2: Gertrude Jekyll’s First Garden at Bramley House (1908)

. *'_‘
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Figure 2.3: Gertrude Jekyll, View at Wargrave

%6 Gertrude Jekyll, Children and Gardens (London: Country Life Limited, 1908), p.
2

157 I‘t.)idem, pp. 65-66.
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In 1868, the family moved to Wargrave House in Berkshire where
Jekyll re-designed parts of the garden and painted the countryside (Figure
2.3). After her father died in 1878, she and her mother returned to Surrey,
where she designed their garden at the newly-built Munstead House near
Godalming.'s®
The Artist
Unusually for a young woman at this time, Jekyll enrolled at the National
School of Art in Kensington in 1861. Here she learned about colour theory
from Richard Redgrave (1804-1888), whose lectures outlined the principles of
colour harmony propounded by the French chemist, Michel-Eugeéne Chevreuil
(1786-1889)."° She also studied Turner’s painting and saw how he
experimented with the effects of light and colour on shape. In 1861, she
copied his painting, The Sun in Venice Going to Sea (Figure 2.4 and Figure

2.5).

Figure 2.4: Gertrude Jekyll, The Sun in Venice (after J M W Turner) (1870)

1% A large collection of Jekyll’s plants was brought from Wargrave House to
Munstead Place.

159 Michel-Eugene Chevreuil, The Simultaneous Contrast of Colour and its
Application (London: Bell & Daldy, 1860. First published in France in 1839).
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S
Figure 2.5: J M W Turner, The Sun in Venice Going to Sea (1843)

Around 1870, Jekyll became acquainted with the landscape painter,
Hercules Brabazon Brabazon (1821-1906), who also had an interest in colour

and painted in Turner’s style (Figure 2.6).

Figure 2.6: Hercules Brabazon Brabazon, Les Rochers Rouges

Brabazon introduced Jekyll to Barbara Leigh Smith Bodichon (1827-

1891), who was not only an artist, but an early advocate for women’s rights,
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including being able to divorce and vote. Bodichon’s husband worked as a

doctor in Algeria and Jekyll visited and painted there (Figure 2.7).%°

Figure 2.7: Gertrude Jekyll, Algiers (1873-1874)

Jekyll described her joy at seeing the plants in Algeria, which she

collected including Iris stylosa:

What a paradise for flower rambles, among the giant Fennels and the
orange marigolds, and the summer bulbs of Scilla maritima standing
almost out of the ground, and the many lovely Bee-orchises and the
fairy-like Narcissus serotinus and the groves of Prickly Pears wreathed
and festooned with the graceful tufts of bell-shaped flower and polished

leave of Clematis cirrhosa!®!

She also painted in Italy, Greece and Turkey, where she collected plants
and seeds to add to those she gathered in Britain. During her travels she

acquired her knowledge of architectural Mediterranean plants, like yuccas,

160 Jekyll designed Bodichon’s garden, Scaland Gate, near Hastings.
161 Jekyll, Wood and Garden, p. 30.
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which became a feature of planting (Figure 2.8). They were planted in the
South Border at Munstead Wood, as they provided ‘something to make a
handsome full-stop to the sections of the border’ throughout the year (Figure

2.15 and Figure 2.16).62

Figure 2.8: Gertrude Jekyll, Yuccas in Algiers (1873-1874)

Between 1865 and 1870, Jekyll exhibited nine pictures at the Royal
Academy of Art and the Society of Female Artists.’® Although her failing
eyesight is given as the reason she stopped painting, it can be seen from her
approach to other crafts that she was a perfectionist.’® She sought the best
teachers, but continued them only if she thought she was successful. The
artist, George Dunlop Leslie (1835-1921) summed up Jekyll’s versatility,

writing that she was:

162 Jekyll, Wood and Garden, p. 272.

163 Twigs Way, Virgins Weeders and Queens: A History of Women in the Garden
(Stroud: Sutton Publishing, 2006), p. 198.

64 Joan Edwards, Gertrude Jekyll: Embroiderer, Gardener and Craftsman
(Dorking: Bayford, 1981), p. 7. She continued to embroider until 1881 and was
commissioned by the 15t Duke of Westminster (1823-1899) and the artist, Sir
Frederic Leighton.
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Possessed of artistic talents of no common order [.....] there is hardly
any useful handicraft the mysteries of which she has not mastered—
carving, modelling, house painting, carpentry, smith's works, repoussé
work, gilding, wood inlaying, embroidery, gardening, and all manner of
herb and flower knowledge and culture, everything being carried on

with perfect method and completeness.%

Whilst undoubtedly her eyesight was a problem, Jekyll may have

realised her talent was limited. However, when she was forty-one, she started

to take photographs, many of which were used in her articles and books.®

Wood and Garden used eighty-four of her photographs and illustrations.'®’

The Gardener

Most of Jekyll’s garden plans were produced in collaboration with Lutyens

and other architects. They designed the gardens and she suggested the

planting. Unlike Alfred Parsons, who visited all his commissions and played

an active role until the scheme was completed, she seldom visited. However,

she also designed gardens, notably her mother’s at Munstead House and her

own home, Munstead Wood, which demonstrates her philosophy.'® Figure

2.9 depicts the view of the house and an informal part of the garden not long

after the house was completed.

165
166

167

168

George D Leslie, Our River (London: Bradbury Agnew & Co, 1881), p. 35.

Judith B Tankard, ‘Gertrude Jekyll, Photographer’, Country Life, 184 (4 January
1990), pp 40-41. After 1908, she rarely photographed.

Judith B Tankard, ‘Where Flowers Bloom in the Sands’, Country Life, 192 (12
March 1998, pp. 82-86.

Judith B Tankard, Gertrude Jekyll at Munstead Wood (Godalming: Bramley
Books, 1996) describes the garden’s development.
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Figure 2.9: Munstead Wood (1900)

The site was planted with Scots pine, but after they were felled in the
1870s, a self-sown woodland developed, which Jekyll encouraged after she
acquired the fifteen acres of land in the 1880s."® The lawn from the front of
the house led through a path of ‘masterful rhododendrons’ and azaleas, whose
colour needed ‘a special place of their own’ to a woodland, planted with

narcissus and lily-of-the-valley (Figure 2.10 Figure 2.11 and Figure 2.12).'°

169 Tankard, Gertrude Jekyll at Munstead Wood, p. 4.
170 Jekyll, Wall and Water Gardens and Woodland Gardens, p. 420.
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Figure 2.11: Azaleas and Rhododendrons, Munstead Wood (2014)

The garden plan does not include the woodland area, but shows that
the garden was divided into discrete areas that were less formal than Gravetye

Manor (Figure 2.13).
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Figure 2.12: Daffodils in the Green Wood Walk (1890s)

, Munstead Wood

2.13: Garden Plan
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In comparison with Luytens’ other garden designs, depicted in the
Introduction to this Section, the only formal areas surrounded the house and
were relatively simple and unobstrusive (Figure 2.14 and 2.15). Thus overall,

the garden’s design represented Robinson’s rather than Blomfield’s ideas.
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Figure 2.15: The Tank (1900)

Many of the garden’s discrete areas were designed to be seen at specific

times of the year, like the spring borders, depicted by Thomas Hunn (Figure
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2.16). Although today, gardens are no longer large enough to accomodate
areas dedicated to one plant or season, it was not unusual at this time,
particularly for rose gardens. Jekyll’s rationale was that the only way to
maintain a ‘good scheme for colour’ for about three months, was to ‘devote

certain borders to certain times of year’."

Figure 2.16: Thomas Hunn, The Pansy Garden (1900)

Although Jekyll photographed Munstead Wood’s garden, she no longer
painted. However, comparisons can be made between her photographs and
other artists’ contemporary paintings, for example the borders of michaelmas

daisies in Elgood’s painting. (Figure 2.17 and Figure 2.18).

71 Gertrude Jekyll, Colour Schemes for the Flower Garden (Woodbridge: Antique
Collectors’ Club, 1982, First published Country Life/George Newnes, 1908), p. 16.

148



y

<

ol

Figure 2.18: George Elgood, Michaelmas Daisies, Munstead Wood (1904)

A similar comparison can be made between Jekyll’s photograph of the
South Border and Allingham’s painting (Figure 2.19 and Figure 2.20). Both
show Jekyll’s use of architectural plants like the yucca with its sword-like
leaves. The photograph shows one of Jekyll’s signature edging plants, the
bergenia, which remains evergreen in winter. Allingham’s painting also

depicts tall, cream, pink and red hollyhocks.
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Figure 2.20: Helen Allingham, South Border, Munstead Wood (1900-1903)

Henry Moon painted Jekyll’s delphiniums, possibly Delphinium x
belladonna, which was ‘so lovely in colour that it is quite indispensable’

(Figure 2.21, Figure 2.22 and Figure 2.23)."72

72 Jekyll, Wood and Garden, p. 135.
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Figure 2.22: Delphiniums, Munstead Wood (1899)

The illustrations show that Jekyll planted in clumps or drifts rather
than in the accepted practice of rows. Her criticism of the fashion for planting
hardy annuals was that they were displayed in ‘ribbon borders’, and planted

with red geraniums and yellow calceolarias, echoing William Morris’ dislike of
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them, and then edged with blue lobelia and feverfew.’”® In her words, ‘Could

anything be more tedious or stupid?’7*

Figure 2.23: Delphinium x belladonna

Approach to Colour

Jekyll is renowned for her use of colour in her schemes. In subsequent
chapters, it will be shown that experimenting with colour has preoccupied
garden designers throughout this study. Although Colour Schemes in the
Flower Garden, published in 1907, is regarded as the beginning of the fashion
to plant in harmonious or single colours, she wrote the chapter about colour in
The English Flower Garden in 1893."° Her aim was ‘to show some delightful
colour combination without regard to the other considerations that go to the
making of a more ambitious picture.”’”® Her 200-foot long hardy plant border

was designed to look its best from mid-July to October. Its colours graduated

73 William Morris, Hopes and Fears for Art (London: Ellis & White, 1882), p. 126.

74 Jekyll, Wood and Garden, p. 266.

75 William Robinson, The English Flower Garden (London: First edition, John
Murray, 1893).

176 Jekyll, Colour Schemes for the Flower Garden, p. 295.
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from blue and grey, soft pinks and pale yellows through to reds and oranges,

and is still planted as she designed it (Figure 2.24 and Figure 2.25).

Figure 2.25: Long Hardy Plant Border (2019)

In contrast, Jekyll’s late spring borders comprised white and cream
lupins, irises and foxgloves, interspersed with a few blue and pink flowers

(Figure 2.26).
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Figure 2.26: Spring Border (1912)

Although Jekyll foresaw that gardens would be planted in a single or
restricted colour schemes, she could not have envisaged the extent it would

continue to inspire gardeners to this day. As she described:

I hear of a garden for blue plants, or a white garden, but I think such
ideas are but rarely worked out with the best aims. I have in mind a
whole series of gardens of restricted colouring, though I have not, alas,
either the room or means enough to work them out for myself, and
have to be satisfied with an all too short double border for a grey
scheme. But besides my grey garden I badly want others, especially a
gold garden, a blue garden and a green garden; though the number of

these desires might be multiplied.'””

Her grey borders comprised grey plants like Hippophus rhamnoides at
the back, with Stachys lanata and silvery Artemisias as edging. However, to

ensure the effect was not too opalescent, pale blue ceonothus, echinops and

77 Jekyll, Colour Schemes for the Flower Garden, p. 218.
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the purple Clematis jackmanii ensured a contrast with the white flowers, the

lilies, hollyhocks and achillea seen in Figure 2.27.

Figure 2.27: Grey Border (1912)

Not only was Jekyll meticulous in her selection of plants, but as early as
1873, she started to breed her own strains to achieve the precise colour and
form she desired.””® These included white flowers, like Aquilegia vulgaris
‘Munstead White’ and Digitalis vulgaris ‘Munstead White’, seen in her

woodland fern garden (Figure 2.28).

178 Michael Tooley & Primrose Arnander (Edited), Essays on the Life of Gertrude
Jekyll (Witton-Le-Wear: Michaelmas Books, 1995), pp. 130-144 lists these.
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Figure 2.28: White Foxgloves at the Edge of the Fir Wood (1899)

Considerable time elapsed before she was satisfied and she recalled
selecting seed for twenty-five years from primroses discovered in a cottage
garden'”. The resulting Munstead Bunch primroses were displayed in a
circular Primrose Garden surrounded by mature trees. (Figure 2.29, Figure

2.30 and Figure 2.31).

Figure 2.29: Primrose Garden (1901)

78 Jekyll, Wood and Garden, p. 295.
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Figure 2.31: Primrose Garden Today (2019)

The Munstead polyanthus were white and shades of cream, yellow and
orange and although she considered plants bred by John Waterer (1851-1924)

at Knap Hill Nurseries in Woking, she preferred her own (Figure 2.32).18°

180 Tooley & Arnander (Edited), Essays on the Life of Gertrude Jekyll, p. 139.
Carters Seeds advertised her Munstead strain in 1933. Seeds are no longer
available. Barnhaven Primroses offered seeds bred from her plants until 1985.
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Figure 2.32: Munstead Strain Primroses

Not only did Jekyll’s garden have areas which were best seen at a
particular time of year, her hardy plant border shows she employed various
methods to ensure its effects continued for several months.'' Its planting was
devised so new plants came into flower as others finished, for example
Gypsophila paniculata followed on from Papaver orientalis and then later
nasturtiums, sown from seed came into bloom. Tall plants were trained
forward to cover finished flowers, and plants from her nursery also filled any
gaps. As maintaining this type of border requires intensive attention from a
number of gardeners, after the war it became difficult and costly to employ
them. However, her idea that there should be a continuity of interest in
borders, albeit rather differently, is a key theme of today’s designs.

Until 1929, Jekyll continued to design around ten gardens a year and

this included planting schemes for Lutyens. However, as she no longer visited

181 Richard Bisgrove, ‘The Colours of Creation: Gertrude Jekyll and the Art of
Flowers’, Journal of Experimental Botany, 64 (18) (2013), pp. 5783-5789.
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these gardens, problems occurred. At Gledstone Hall in Yorkshire, which
Luytens designed for Sir Amos Nelson (1860-1947), a Lancashire mill owner
in 1923, she recommended her favourite yuccas, which did not survive the
cooler northern winters.

Page criticised her planting scheme for the garden Luytens designed for
the Viceroy’s House at New Delhi. As someone who always carried out a

thorough site survey, he explained what could happen when you did not:

She [Jekyll] made enchanting plans for the new garden in Delhi, full of
flowers with beautifully worked out colour schemes. The result was a
multicoloured Persian carpet covering many acres. But she had never
visited India and obviously did not know to provide cool walks in the
shade of trees and the sight and sound of running water. Her great
garden is a spectacle to look at from the house. There is no shade and
under the hot sun, a walk round her garden is an ordeal rather than a

pleasure.'®?

Yet overall, Page was impressed with Jekyll’s ideas and thought ‘the
principles she defined are still valid’, although ‘the repercussions of her
influence have been differently and indifferently understood’.’®* Undoubtedly,
Jekyll’s designs have continued to attract and influence people for over a

hundred years. In the opinion of her friend, the architect, Harold Falkner,

82 RP/28/3/1/3, Unpublished writing.
18 Russell Page, Education of a Gardener (London: William Collins & Co, 1962), p.
95.
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this was because ‘She differed from all other gardeners in the fact that she was
an artist. Gardening was not a craft or even a science to her - it was an art’."®
Thus although Jekyll embraced Robinson’s ideas, she developed a style
of her own, and it is this that has continued to inspire future generations of
gardeners. As an artist and a plantswoman, she linked art to gardening both

in colour and design. As she wrote:

The duty we owe our gardens and to our own bettering of our gardens
is so to use plants that, they shall form beautiful pictures; and that
while delighting our eyes, they should be always training those eyes to a
more exalted criticism; to a state of mind and artistic conscience that
will not tolerate bad or careless combination of any sort of misuse of
plants, but in which becomes a point of honour to be always striving for

the best.8

Chapter 3: Gardens and Orchards

Alfred William Parsons (1847-1920)

wander in some Elysian garden.’'®

18 Sam Osmond, Harold Falkner: More than an Arts & Crafts Architect
(Chichester: Phillimore, 2003), p. 65.

185 Jekyll, Colour Schemes for the Flower Garden, p. 17.

% De Navarro, A Few More Memories, p. 257.
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Chapter 3: Gardens and Orchards

Alfred William Parsons (1847-1920)

Alfred Parsons, On the Terrace, Belvoir Castle (1906)
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‘The gardener should follow the true artist, however modestly, in
his love for things as they are to delight, in natural form and beauty
of flower and trees if we are to be free from barren geometry, and if

our gardens are ever to be pictures.’
William Robinson *

Figure 3.1: Edward Austin Abbey, Alfred Parsons (1886)

Alfred Parsons met William Robinson in early 1878 after he made enquiries

about one of his paintings:

I happened to see a sketch in oil of an English meadow in flower in
June. A bold thing to attempt, but I liked it so well I sought the author
in town, and we went in quest of lost flowers. Alfred Parsons had a fine

eye for flowers in the open.'

' William Robinson, The English Flower Garden (London: First edition, John

Murray, 1893), p. 7.
' William Robinson, The Wild Garden, Seventh Edition (London: John Murray,

1929), p. xii. Nine years after Parsons’ death, Robinson explained why he chose
him to illustrate the second edition in 1881.
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In response, Parsons invited Robinson to visit him, ‘T do not exactly
remember the drawing you mention and if you can come to my studio [.....] it
will give me great pleasure to show you what sketches and studies I have’
(Figure 3.1).2 Their friendship continued until Parsons’ death and he not only
illustrated Robinson’s books and magazines, he painted Gravetye Manor and

possibly gave advice on its garden (Figure 3.2).

Figure 3.2: Alfred Parsons, The Terrace Wall, Gravetye (1893)

It is not known whether Parsons met Jekyll or visited Munstead Wood,
although Robinson knew her well.® Unlike her, Parsons was a successful
landscape artist, who continued to exhibit until his death. He became an
associate member of the Royal Academy in 1897 and an Academician in 1911.
Only eighty-one of his garden projects have been identified, many less that
than Jekyll, but he remained fully involved with then until they were

completed.

2 GB 803 WRO/2/160, ‘Letter, Parsons to Robinson’, 3 February 1878.
3 Parsons probably read her chapter on colour in The English Flower Garden.
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There is no definitive biography of Parsons’ life, but Nicole Milette’s
thesis provides a detailed overview.* Few personal records remain, as his
papers disappeared after his death.> Information has been gathered from the
correspondence and records of his friends including Robinson,® Henry James,
Mary Anderson de Navarro and Alice Comyns Carr all wrote about his
gardens.” Marc Simpson explored his relationship with the the artists,
Edward Austin Abbey, Francis Davis Millet, and John Singer Sargent whose
lives have been recorded.® The Houghton Library at Harvard University has a
collection of letters written by Parsons to James Osgood, Harper’s
representative in London between 1887 and 1888.°

Somerset Heritage Centre holds the Tudway family’s archive, which
comprises correspondence from Captain Walter St Ives Croker Partridge
(1856-1924), who managed the day-to-day side of Parsons’ garden

commissions, to Charles Clement Tudway (1846-1926) of The Cedars, Wells

4 Nicole Milette, 'Landscape-Painter as Landscape-Gardener: The Case for Alfred
Parsons' (Unpublished PhD Thesis, University of York, 1997, updated 2012).

5 Anonymous, ‘Sale of Residence and Old English Furniture’, Cheltenham

Chronicle (19 October 1940), p. 1. His brother, Clement Parsons, inherited his

home, Luggershill in Broadway in trust for his lifetime.

Lindley Library GB 803 WRO/1/161-170 comprises a small collection of Parsons’

letters to Robinson.

7 Henry James, The Portable Henry James (London: Penguin Books, 2004), Mary
Anderson de Navarro, A Few More Memories (London: Hutchinson & Co, 1936)
and Alice J Comyns Carr, Mrs J Comyns Carr: Reminiscences (Edited) Eve Adam
(London: Hutchinson & Co, Second Edition, 1926).

8 Marc Simpson, 'Reconstructing the Golden Age: American Artists in Broadway'
(Unpublished PhD Thesis, University of Yale, 1993). Edward Verrall Lucas,
Edward Austin Abbey (London: Methuen, 1921). Abbey’s correspondence also
disappeared. The biography was based on this and Parson’ notes; the
Smithsonian Museum holds the Millet family’s archives.
(https://www.aaa.si.edu/collections/francis-davis-millet-and-millet-family-
papers-9048 [Accessed 1 April 2017]. Letter, John A P Millet to James Hunt, 14
March 1982 was quoted by Simpson’, p. 93. After his death, Lily Millet asked his
biographer, James Hunt, to return his personal files and diaries, which she
destroyed; Stanley Olson, John Singer Sargent His Portrait (London: Barrie &
James, 1989, First edition, Macmillan, 1986).

® Rogers Memorial Collection, Houghton Library, Harvard University: Papers of
James R Osgood & AV S Anthony 1853-1912, MS Thru 470 (46) and (21).
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from 1894 to the end of 1905." The letters, comprising eight boxes, probably
represent only part of their interchange, as they were discovered accidentally
in 1971." The Centre also holds records for Tudway’s Cedars Hardy Plant
Nursery, which supplied plants for many of Parsons’ projects, but contains
little relevant information and a Parsons’ archive, comprising mainly
articles.”” The Swindon & Wiltshire History Centre has the drawings and
correspondence between Major Robert Fuller (1875-1955), Partridge and
Parsons for the project at Great Chalfield Manor at Melksham in Wiltshire
from 1907 until 1912." Worcestershire Records Office has a collection of
letters written to Parsons that are unrelated to gardens.™

The Tudway correspondence confirms that Partridge retained the
partnership’s records. In December 1902, he sent Tudway a plan of the
garden at Down Hall in Essex and asked him to return it. Milette failed to find
Partridge’s records and despite further extensive searches, none have been
discovered.” The London Metropolitan Archive lists records for Maximilian

Rooper, Partridge’s solicitor, which might have shed light on his financial

1 Somerset Heritage Centre, DD\TD/48/1/1-8, Tudway of Wells Manuscripts ¢
1895 — ¢ 1905. A letter dated 9 August 1901 suggests that they knew each other in
1885 or 1886, ‘I bought your pony as a 4-year-old 15 or 16 years ago!! So who are
you going to sell it to?’

Mary Gleadhall, The Tudway Letters (Alicante: Lightning Source, 2016), p. 159.

The letters were found two safes after The Cedars was sold to Wells Cathedral

School in 1967. During their transfer to Somerset Records Office, some were

stolen for their stamps and postal history.

2 Somerset Heritage Centre, A\DGD ‘Records of Cedars Hardy Plant Nursery,

Wells, 1902-32’.

Swindon & Wiltshire History Centre, 3591/bx/17125, Great Chalfield Manor

Correspondence, 1907-1912’, 3581 MS, ‘Drawings’.

Worcestershire Records Office, BA 11302/705:1235.

5 Thake & Paginton Advertisement, ‘Battledene, Newbury’, The Times (2 June
1923), p. 6, and Country Life, 54 (21 July 1923), p. xxxviii. When Partridge left
Battledene to live at Coopers at Eversley, Hampshire in 1923, he may have
destroyed them. In 1930, his widow and eldest daughter went to live in Australia,
but returned in 1932. In 1918, her younger daughter, Evelyn, married an
Australian, Harry McConnell and she emigrated in 1926.

1"

13

14
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affairs.”® Partridge’s nephew, Montague Cooke (1877-1957) often stayed at
Battledene and wrote about his wife’s family, the Mackenzies of Fawley Court,
but made no mention of its garden or Partridge’s involvement in garden
design."”

Two studies have considered Parsons’ life. ‘Landscape-Painter as
Landscape-Gardener: The Case for Alfred Parsons’ discusses Parsons’ roles as
a landscape artist and as a landscape designer.’® Milette concluded that
painting landscapes was his primary motivation, as it continued throughout
throughout his life.’® In ‘Painting in Three Dimensions: Alfred Parsons in
Broadway’, Marion Mako suggests the gardens Parsons designed for himself
and his friends differed from those for his clients.?

Early Life

Unlike Jekyll, who came from a wealthy family, which enabled her to meet
influential people like John Ruskin and William Morris, Parsons’ grandfather
was a maltster. His father, Joshua Parsons (1814-1892), practised as a general
medical practitioner in Somerset from 1862 until his death in 1892.2" As one
of fourteen children, Parsons needed to earn a living and, as an artist would
have known this would not be easy.

Parsons was reticent about his education. Entries in Who Was Who

and his obituaries state he was educated privately.?? It was assumed that like

6 London Metropolitan Archive, B/RAW, ‘Rooper & Whately Ledger and Accounts
1894-1905’. Email, 15 August 2017 stated they were marked ‘lost’ in 2009.

7 Montague Cooke, Clouds that Flee (London: Hutchinson & Co), 1935.

'8 Milette, 'Landscape-Painter as Landscape-Gardener'.

9 From 1871, he always referred to himself as a landscape painter.

20 Marion Mako, 'Painting in Three Dimensions: Alfred Parsons at Broadway'
(Unpublished MA Dissertaton, University of Bristol, 2004).

21 Anonymous, 'Joshua Parsons, MRCS, LSA', British Medical Journal (2 July
1892), p. 55. He became Medical Officer of Health for Frome after the 1872
Public Health Act.

22 Who Was Who 1916-1928 (London: A & C Black, 1967).
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his younger brothers, he went to King’s School at Bruton in Somerset.
However, a letter in the School’s archive states his only connection with the
school was as a ‘drawing master’ whilst the Reverend Arthur Gill was
headmaster (Figure 3.3).2 In the 1861 Census, Parsons and his brother,
Joshua [Fred] were living in London with their maternal uncle, Reverend
Edward Valentine Williams (1826-1912), the curate of St James’ Hampstead,
who ran a school for nine boys aged between ten- and sixteen-years-old.?
Thus, instead of coming to London in 1865 to join the General Post Office
Savings Bank and attend classes at the Kensington School of Art, Parsons was
living there. In May 1867, Williams’ wife died, leaving him with six young
children to look after and this may be why Parsons left the General Post Office

Savings Bank and returned to Somerset in August 1867.%

3 DD/BRU/10/5, ‘King’s School Bruton 1903-21’, Letter, Alfred Parsons to
Archibald D Fox’, 27 October 1910. Gill was headmaster between 1869 and 1872.

24 In the 1861 Census his address was 4 Ampthill Square, Camden. Reverend
Williams was also Vice-Principal of North London Collegiate School, which
taught girls.

25 British Postal Service Appointment Books 1737-1969 confirm Parsons left in
August 1867 and was probably based at St Martin-le-Grand.
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Figure 3.3: Alfred Parsons’ Letter to Bruton School (1910)

The Artist
Parsons’ father painted as a hobby, but his parents were concerned that he
wanted to be an artist. Despite their misgivings, when he returned to
Somerset they supported him until he could return to London.

It is unclear when Parsons returned to London, but he exhibited at the
Royal Academy in 1871.% During 1872, he travelled in Europe, but exhibited
his paintings at the Suffolk Street Gallery in 1873 and 1874.2 However by
February 1878, he was sharing a studio at Hayter House in Marylebone Road

with the artist William Holyoake (1834-1894). As his reputation grew,

% Milette, 'Landscape-Painter as Landscape-Gardener', p. 83.
27 Ibidem.
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Parsons exhibited at more prestigious London galleries.?® When the Chantrey
Bequest purchased When Nature Painted All Things Gay in 1887, a pastoral
scene with magnolias in bloom in the foreground and a tree-lined path
stretching into the distance, it confirmed his reputation (Figure 3.4). Figure
3.5 depicts trees in bloom on the slopes of the Cotswolds overlooking
Broadway in Worcestershire, but includes spring flowers in the foreground.
As Parsons explained to Robinson, ‘I put flowers in the foreground because
they are lovely & add to the sentiment of the place, & not to teach the flora of

the district’ (Figure 3.6).%°

Figure 3.4: Alfred Parsons, When Nature Painted All Things Gay (1887)

28 Milette, 'Landscape-Painter as Landscape-Gardener', p. 376 provides a
comprehensive list of his exhibitions. He exhibited at the Grosvenor Gallery in
1878-1887, the New Gallery in 1888, and the Fine Arts Society from 1885.

2% Tt was bought for £400, today £52,911.

%GB 803, WRO/1/163, Letter, Parsons to Robinson, 5, 12, 19 or 26 October,
probably 1880.
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Figure 3.6: Alfred Parsons, Daffodils and Trees by a Lake (1899)

Garden Painting
As outlined in Chapter 1, in 1891 Parsons held an exhibition devoted to garden
paintings, ‘Garden and Orchards’. On the Terrace, Belvoir Castle, the

painting on this chapter’s frontispiece is atypical, as he tended to depict his

170



friends’ gardens, like Ludvig Messel (1847-1915) at Nymans in West Sussex

(Figure 3.7).%

Figure 3.7: Alfred Parsons, The Garden at Nymans (1914)

However, Figure 3.8 shows an unknown garden that illustrates many of
the features he deployed in his designs. The walled garden overlooks a church
and houses and the wider countryside places the house and garden in context.
The walls are planted with espaliered fruit trees and other climbing plants,

probably roses, with white narcissus, a favourite bulb, in the borders.

31 Parsons was working on the illustrations for Messel’s book, A Garden Flora:

Trees and Flowers in the Gardens at Nymans 1890-1915 (London: Country Life
and George Newnes, 1918).
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Figure 3.8: Alfred Parsons, Garden Scene

Book Illustration

After Robinson enquired about his paintings, Parsons suggested ‘a study of

blackthorn in blossom with some daffodils in the fore-ground’ and possibly

this is the illustration in the preface of The Wild Garden (Figure 3.9).%

Between June 1878 and 1906, his illustrations featured eighty-five times in

The Garden.® Although his ability to depict flowers is shown in Figure 3.10,*

it is his skill as a botanical artist that he deployed in The Genus Rosa for his

friend, the gardener, Ellen Willmott (1858-1934) (Figure 3.11).%

Parsons also illustrated The Warwickshire Avon for his friend, Arthur

Quiller-Couch (1864-1944) and The Danube from the Black Forest to the

32
33
34

35

GB 803 WRO/2/160, ‘Letter, Parsons to Robinson’, 3 February 1878.

Milette, 'Landscape-Painter as Landscape-Gardener', p. 354.

Robinson, The Wild Garden and The English Flower Garden. His illustrations
were used in all subsequent editions during Robinson’s lifetime.

Ellen Willmott, The Genus Rosa (London: John Murray, 1910-1914).
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Black Sea for his lifelong friend, the American artist and writer, Francis Davis

Millet (1848-1912).%¢
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Figure 3.9: Alfred Parsons, Coombe in Somerset with Primroses, Kingcups
and Daffodils (1881)

Figure 3.10: Alfred Parsons, Tiger Lilies in the Wild Garden, Great Tew
(1881)

36

Arthur Quiller-Couch, The Warwickshire Avon (London: James R Osgood &

Mcllvaine, 1892) and Francis Davis Millet, The Danube from the Black Forest to
the Black Sea (New York: Harper Brothers, 1893).
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Figure 3.11: Alfred Parsons, Rosa chinensis (1910)

Knowledge of the English Countryside
When Parsons returned to Somerset in 1867, he expanded his knowledge of
the countryside, for which he became renowned, and as his letters to

Robinson show:

Perhaps the river flowers are better than usual this year, owing to there
being no floods and plenty of bank to grow on; the succession of
blossom is so good. The meadowsweet is still blooming on the side
shoots and the purple loosestrife is in its glory. The arrowheads
[Sagittaria latifolia] have come out and the Achillea ptarmica; and the
flowering rush goes on sending up heads of buds. Creeping Jenny is

very successful, but you want to be in a boat to see it.*”

37 GB 803 WRO/2/1 of 2, Letter, 4 August, undated. but probably 1882, from The
Swan Inn, Thatcham, Berkshire.
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His reputation was established when he met the American artist, Edwin
Austin Abbey (1852-1911, who became his close friend, in 1879 (Figure 3.12).%®
Abbey came to England to learn about its history and culture, ‘One great bond
was this England of ours which [Parsons] knew so deeply and lovingly and
[Abbey] so longed to know’.*® During the summer, their holidays included
visiting Lechlade, a boating holiday from Oxford to London and visits to his

parents in Somerset.

Figure 3.12: John Singer Sargent, Edwin Abbey (1888)

Abbey introduced Parsons to Millet and when he decided to rent a
house in the country, Parsons, who had visited Broadway with the American

writer, Laurence Hutton (1843-1904), probably suggested it.*° In 1885, Millet

%  Henry James, Leon Edel (Edited), Henry James Selected Letters (Cambridge,
Massachusetts: Harvard University Press, 1987), p. 184. Letter to Elizabeth
Booth, 1 December 1883, described them ‘dear little Abbey and Alfred Parsons,
the landscapist, his fidus achates’ (faithful friend).

% Lucas, Edward Austin Abbey, p. 73.

40 Academy of American Art, Hilda Millet Booth & John A P Millet, ‘Millet: A
Versatile American’ in ‘Francis Davis Millet’s Papers, 1853-1984’ (Unpublished
Account, 1939) [https://www.aaa.si.edu/collections/francis-davis-millet-and-
millet-family-papers-9048/subseries-4-3/reel-5906-frames-414-785] suggested
both these ideas.
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rented Farnham House and then, Russell House with Abbey in 1886 (Figure
3.13).#" Parsons went too ‘equipped not only with friendship, but with the

credentials of an experienced cicerone of the English countryside.*?

Figure 3.13: Russell House, Broadway (1877)

John Singer Sargent was introduced to Abbey, Millet and Parsons in
April 1884 by Henry James. He was an early visitor to Broadway where he

painted Carnation Lily, Lily Rose between 1885 and 1886 (Figure 3.14).

41 Abbey and Millet became friends around 1878. In 1890, Millet took over the lease
of Russell House and later bought it.
42 Simpson, ‘Reconstructing the Golden Age’, p. 226.
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Figure 3.14: John Singer Sargent, Carnation Lily, Lily Rose (1886)

When the Chantrey Bequest purchased the painting in 1887, it
attracted considerable publicity and ultimately Broadway lost its tranquillity,

as an article in 1889 noted:

His name [Sargent] has been associated principally with the little group
of artists who for several years have met in the summertime at
Broadway. [.....] Frank Millet makes his home in this delightful
midland village [.....] with Alfred Parsons, the truest English painter of
landscape since Constable, with Edwin Abbey. [.....] But last summer
the old Broadway life seemed broken up. Mr Parsons deserted it for
Wargrave where his sailing boat and canoe became the most familiar

feature of the Thames.*

4 Anonymous, ‘The Artist Colony at Broadway’, Evesham Journal (4 May 1889), p.
6.
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Millet settled in Broadway and continued to entertain, but after 1886,

the original group apart from Parsons, whose association with Broadway

continued until his death, visited less. * Yet before her marriage, Mary

Anderson (1867-1940) and her brother stayed with Millet and Abbey.** When

she took her husband, Antonio de Navarro (1860-1932) there, he ‘lost his

heart to the village’ and they bought Court Farm in 1892.4

The Gardener

Parsons’ interest in gardens came from his father, who exhibited roses at the

Frome Rose Society and became its President:

A prominent characteristic of Mr Parsons was his love of flowers, and
his name is well known to many lovers of hardy perennials and rock
plants of which he continued to cultivate a great variety at a time when
the fashion of ‘carpet bedding’ had almost banished them from many

gardens.*’

Figure 3.15 with its flowering tree could have been Joshua Parsons’

garden:

44

45
46
47

In 1889, Sargent rented Fladbury Rectory near Pershore in Worcestershire and
after his marriage to Gertrude Mead in 1890, Abbey stopped going. James
bought Lamb House in Rye.

De Navarro, A Few More Memories, p. 53.

Ibidem, p. 54.

Anonymous, ‘Dr Joshua Parsons’, p. 55.
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Figure 3.15: Alfred Parsons, Kitchen Garden, Frome

54 Bedford Gardens, Kensington

In 1879, Parsons moved to a semi-detached villa, 54 Bedford Gardens, off
Kensington Church Street, which he shared with Abbey. It remained his home
until 1914.% Although no records exist, it is probable that Parsons designed
the garden. After Robinson recommended Rose ‘Alfred Colomb’, when
Parsons saw it at the Cricklade Flower Show, he hoped to buy one.* Potential
clients, like Mrs Frances Dallas Yorke were invited to his studio.® It had ‘a
large walled rear garden planted with fruit trees’, and is similar to the one

depicted in Figure 3.8.5" Abbey described it in spring:

48 (http://www.british-history.ac.uk), Survey of London, 37, Northern Kensington,
Chapter 5, Bedford Gardens To Uxbridge Street, pp. 77-88. [Accessed 17 August
2017]. It was one of several semi-detached villas built by Robert and Charles
Jearrad around 1830.

4GB 803 WRO/2/2 of 2, Letter, 4 August 188?, probably 1882 from The Swan Inn,
Thatcham, Berkshire. Jeffries Nurseries stocked the rose, a deep carmine, repeat
flowering, scented double shrub rose.

%0 DD\TD/48/1/1-8, Letter, Parsons to Mrs Frances Dallas-Yorke, the Duchess of
Portland’s mother, 10 March 1899.

51 (http://www.british-history.ac.uk), pp. 77-78.
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It is so nice and warm and blossomy here now. Some angel many years
since prompted the layer out of Bedford Gardens to plant pear and
almond trees in the back and front gardens of the houses, and these last

few days here the whole street is a mass of blossom pink and white.

Garden Design 1884-1895

Parsons enjoyed gardening and when his friends asked him for advice, he
gained experience in design. He knew the writer Henry Austin Dobson (1842-
1921), one of the original Broadway set, and possibly designed his garden, as

its sundial and flowering trees are typical of his style (Figure 3.16).

Figure 3.16: Dobson’s Garden, 75 Eaton Road, Ealing (1883)

52 Lucas, Edward Austin Abbey, p. 144.
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In 1887 Parsons designed the porch at Moat Cottage, where Robinson
lived until the manor was restored (Figure 3.17).% As they were friends, it

seems probable they discussed plants and planting schemes.

Figure 3.17: Moat Cottage, Gravetye Manor (1887)

Parsons could have been involved in the unusual oval kitchen garden,
built between 1898 and 1901, as the walls are planted with espaliered fruit
trees, a feature of his designs (Figure 3.18).

Clouds House, East Knoyle, Wiltshire

In 1884, Parsons carried out his first known commission at Clouds House,
designed by Phillip Webb (1831-1915), for the Honourable Percy and Madeline
Wyndham. It is not known how he became involved, but as Wyndham knew
Sargent, perhaps as his friend, Parsons was asked to advise.* As Country Life

described, ‘On the east side is a formal garden, enclosed by yew hedges, the

% Milette, 'Landscape-Painter as Landscape-Gardener', p. 111. Historic England,
ALO356/038/01, ‘Alfred Parsons, Porch, Gravetye Manor’.

5 Caroline Dakers, Clouds: The Biography of a Country House (New Haven: Yale
University Press, 1993), pp. 163-164.
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design of which was given by Mr Alfred Parsons’. This was another feature of

his designs (Figure 3.19). %

Figure 3.19: Clouds House from Mrs Wyndham’s Dressing Room (1904)

% Wilfred Scawen Blunt, ‘Clouds, Salisbury: The Residence of the Hon Mrs Percy
Wyndham’, Country Life, 16 (19 November 1904), p. 440.
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Tower Cottage, Winchelsea, Kent

Tower Cottage was the costume designer Alice Comyns Carr (1850-1927) and
her husband, the art and drama critic, Joseph’s (1840-1916) weekend home,
‘Our little cottage was perched on the side of a cliff, there was little scope for a
real garden, but when Alfred [Parsons] came down, he laid it out charmingly
and christened it ‘The Quarter Deck.5® After it was sold to the actress, Ellen
Terry (1847-1928) in 1892, the garden featured in Strand Magazine.5” Figure
3.20 shows the garden’s box-edged paths, roses and honeysuckle, giving an
impression Robinson would have enjoyed, ‘You walk along gravel paths of the
garden and every blossom on the branches peeping out from the grassy beds

appears just to have come there of its own free will’.%

Figure 3.20: Ellen Terry and her Daughter in the Garden (1892)

% Comyns Carr, Reminiscences, p. 116.

57 Harry How, ‘Illustrated Interiors: Ellen Terry’, Strand Magazine, IV (1892), pp.
489-503.

%8 How, ‘Illustrated Interiors’, p. 495.
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Russell House and Abbot’s Grange, Broadway

After Millet bought Russell House and Abbot’s Grange, Parsons designed the
gardens (Figure 3.21). In 1887, he was gardening there, ‘It is quite lovely
down here, warm breeze and blue sky every day and I am digging in the
garden most of my time’.*® As the two properties were some distance apart,
Millet bought land to make a path between them. A contemporary description
noted it was backed by a brick wall, 9 feet high, planted with fruit trees. The
planting of the 12-foot wide ‘broad and luxuriant border’ was ‘well-selected

and thoughtfully-grouped’ (Figure 3.22).%°

Figure 3.21: The Abbot’s Grange (1890-1900)

% Papers of James R Osgood & AV S Anthony 1853-1912, ‘Letter, Alfred Parsons to
James Osgood, 28 November 1887’

6 T, “The Abbot’s Grange and Russell House, Broadway, Worcestershire: The Home
of Mr F D Millet’, Country Life, 29 (14 January 1911), p. 59.
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Figure 3.22: The Flowery Way, Abbots Grange to Russell House (1911)

Figure 3.23 shows the main garden laid out in grass paths and
herbaceous borders with a loggia at one end. An 1896 description gave the

impression of a well-established garden planted with cottage garden flowers:

In that day when wishes come true I shall have a garden just like Mrs
Millet’s, where every present old-fashioned flower runs riot, tall
poppies nod along the path by hundreds as you pass them by, roses
bloom sixty dozen at a time. [.....] One creamy rose has climbed up to
peep at the Abbot’s window, but the great company of them is in the

secluded precincts of the high-walled garden that surround the house.*’

61 Henrietta C Lathrop, ‘The Real Broadway’, The Outlook, 22 (30 May 1896), pp.
996-998.
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Figure 3.23: Loggia and Hardy Plant Borders, Russell House (1911)

Parsons painted Russell House’s garden and Figure 3.24 shows clumps
of hollyhocks in subdued colours. Comyns Carr’s description is also

encapsulated in this picture:

Being primarily a flower and landscape-painter, Alfred Parsons
concentrated his attention on the walled-garden. He first laid it out,
and afterwards spent much of his time painting the rare roses and
every other blossom in season against the grey walls or in the cobble-
paved old courtyard or beside the yew hedges, with the background and

the rising hills of the Cotswolds.”?

2 Comyns Carr, Reminiscences, pp. 172-173.
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Figure 3.24: Alfred Parsons, The Courtyard, Russell House

In 1895, Parsons secured a commission that launched his career as a
garden designer.
Bishopswood, Ross-on-Wye, Herefordshire
Bishopswood House was built around 1824 amidst woodland and ponds,
originally formed by the ironworks (Figure 3.25).% All that remains today is
Bishopswood Tower, a folly, probably built at the same time (Figure 3.26).%
In 1888, Colonel Harry Leslie Blundell McCalmont (1861-1902) purchased the
estate comprising 1,328 acres, possibly as a home for his mother.®® Not only
was he ‘the richest man in England’ and one of Charles Masterman’s ‘super-

wealthy’, he was a friend of Edward, Prince of Wales.®

63 http://www.british-history.ac.uk, p.231. It was damaged by fire in 1883, restored in

1886 and demolished after another fire in 1918.

Philip Anderson, ‘The Bishopswood Tower’, Ross-on-Wye & District Civic Society,

93 (Autumn 2007) (www.rosscivic.org.uk> page=civic_510-

the_bishopswood_ tower).

%  Anonymous, ‘Sudden Death of Colonel McCalmont MP’, Ross Gazette (11
December 1902), p. 4, ‘circumstances prevented her from living there’.

%  Anonymous, ‘Mr Harry McCalmont’s Fortune: The Richest Man in the Kingdom’,
Gloucestershire Citizen (2 October 1894), p. 3. In 1887, his great-uncle, Hugh
McCalmont left an estate valued at £3,121,931, today over £413, 583 million.
McCalmont an annual income of £2,000, today, £265,000.

64
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Figure 3.26: Bishopswood Tower (2007)

Captain Walter Partridge, whose family had been associated with the
estate since the early nineteenth century, introduced McCalmont to

Bishopswood,®” and was appointed to manage the estate’s restoration.®®

67 William Partridge (1749-1819), a Monmouthshire ironmaster, formed the estate
around 1800, but his son sold it in 1874 and it was put it up for sale again in 1884.
‘Ruardean’ (https://www.british-history.ac.uk/vch/glos/vols), p. 231.

6  Anonymous, ‘The Comet Coach Reception at Ross and Monmouth’,
Monmouthshire Beacon (16 November 1889), p. 3. In 1890, Partridge’s father
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Partridge lived at The Coppice situated above Bishopswood House.®°

Confusingly. it is now called ‘Bishopswood House’ (Figure 3.27).

Figure 3.27: The Coppice (1908)

The Ross Gazette provides the only account of how Partridge

transformed the estate:

He [Partridge] has been solely responsible for the laying out of the
Park, 900 acres and garden. [.....] By his taste and skill, acres of dull,
wild waste land have been converted into ‘glimpses of paradise’ and
uninteresting spots have been improved and made to charm the eye —

to become beautiful and a joy forever (Figure 3.28).7

69

70

and McCalmont’s mother, both widowed, married and they became step-
brothers.

Kelly’s Directory of Herefordshire (London, Kelly & Co, 1895). It was built in
1845 as a vicarage.

Anonymous, ‘Departure of Captain Partridge from Bishopswood’, Ross Gazette
(10 November 1898), p. 4.
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Figure 3.28: The Estate, Bishopswood (1900)

In December 1894, Partridge decided to improve the gardens and asked

Tudway for help.” In his words:

What I want is a man who will tell me what trees to cut down and

where to plant others and see all plantations etc and give me a rough

sketch of how to lay out the garden here.”

Robinson declined an invitation to design the gardens, but his

confidence in Parsons ensured he was involved:

You know that any landscape-gardener in our sense is not to be had.
There is so much to know and so few know it & how can a man design a

garden if he doesn’t know trees and flowers.”?

™ Tudway, who was nine years older and had managed his estate since he was

twenty-one, acted as Partridge’s mentor.

2. DD\TD/48/1/1-8, Letter, 6 December 1894. Tudway contacted Sir John Hall, a
member of the Royal Horticultural Society who responded on 10 December 1894
‘best Landscape-Gardener? [.....] if there was such a person, Alfred Parsons would
know.’

* DD\TD/48/1/1-8, Letter, Robinson to Parsons, 14 December 1894.

190



As Parsons had only designed gardens as a hobby, this was a
considerable personal achievement. On his first visit in April 1895, his
impression of Bishopswood is not known, but the slow drive upwards from the
River Wye to The Coppice along a steep, narrow winding road would have

revealed the beauty and the extent of the estate (Figure 3.29).

Figure 3.29: View from the Coppice (2018)

They established a mutual rapport as Partridge recorded:

I have been busy the last three days with Parsons. I like him very much
and I am sure he is clever, he isn’t only an artist in design and
conception but he has what most of them lack, the art of detail. He

thought very highly of the place and saw every idea at once.™

When Parsons agreed to lay out the estate as part of a three-year

project, Partridge decided fees of between twelve and fifteen guineas a day for

4 DD\TD/48/1/1-8, Letter, 15 April 1895.
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his monthly visits.”® First, he marked trees that needed to be felled.”® By
August 1896, the garden was being laid out and work continued in early 1897,
when Partridge bought a hundred Azalea mollis and Parsons selected roses
for the rose garden.” In April, McCalmont announced he wanted to sell
Bishopswood if he could get £100,000, but nothing came of it and work
continued.” However, in July 1898, Partridge was dismissed and left
homeless and without employment.”

Very little remains of the garden today. The area in front of the house
is lawn. Figure 3.30 with its view to the distant hills shows semi-circular steps
and a path leading to a small circular pool and fountain. This may have been
the rose garden, as a number of beds are cut into the lawn. Possibly, there was

another terraced garden beyond the one depicted (Figure 3.31)

Figure 3.30: Steps to the Formal Garden (2018)

5 About £200 per annum for three years plus travelling expenses. Today, £26,000

per annum.

6 DD\TD/48/1/1-8, Letter, 16 April 1895.

7 Ibidem, Letter, 5 February 1897 and Letter, 1 March 1897.
78 Ibidem, Letters, 13 April 1897, 2 May and 7 May 1897.

7% Ibidem, Letter, 23 July 1898 acknowledged his dismissal.
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Figure 3.31: Looking Towards Another Terrace (2018)

Figure 3.32 shows the formal garden from another angle looking
towards woodland, but with a closer view of the small beds. A sundial, given

by Tudway is at one end (Figure 3.33).%°

Figure 3.32: Formal Garden (2018)

8 DD\TD/48/1/1-8, Letter, 3 February 1897.
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Figure 3.33: Sundial, The Coppice (2018)

A large oval pond, which originally had a fountain and could be the
remains of the ironworks is the only other remaining feature (Figure 3.34).
Overall, the impression is a woodland garden with formal areas around the

house.

Figure 3.34: Oval Pond and Fountain (2018)

194



Garden Commissions 1895-1899

Whilst he was working at Bishopswood, Parsons undertook other projects,
some of which were for his friends.

Court Farm, Broadway

In 1895, Parsons designed Mary Anderson de Navarro’s garden at Court Farm,
which was built in the seventeenth century, but had become derelict.®!

Comyns Carr’s memories were:

Doors lead into the really wonderful garden laid out by Alfred Parsons
RA. In front of the windows, a large marble-tiled swimming bath lies
amid the green lawns, flanked on one side by the garden and on the
other side by a long pergola, over which climb rare roses, clematis and

other trailing plants.??

Figure 3.35: Garden and Pool, Court Farm

8  James introduced Parsons to Mary Anderson in 1883.
8 Comyns Carr, Reminiscences, p. 116.
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As well as the formal garden near the house with its topiary and
herbaceous borders, filled with verbena, larkspur, helenium, monkswood and
lilies, poppies and pinks in pale shades, there was a more natural, wild garden

planted with anemones and martagon lilies (Figure 3.36). %

Figure 3.36: View Towards the Wilder Area of Court Farm (1924)

Lamb House, Rye, East Sussex
James had little interest in gardening, but when he bought Lamb House in

1897, he expressed his appreciation of Parsons’ suggestions for his garden:

Ten days ago, [November 20t] Alfred Parsons, best of men as well as
best of Landscape-Painters-and-gardeners went down with me and
revealed to me the most charming possibilities for the treatment for the
tiny out-of-door part — it amounts to about an acre of garden and lawn,

all shut in by the peaceful old red wall, to which the most flourishing

8  Diana Baskervyle-Glegg, ‘Bulbs Shine Brightly in Broadway’, Country Life, 192

(29 January 1998), p. 41.
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old espaliers, apricots, pears, plums and figs, assiduously grow (Figure

3.37).%

Figure 3.37: Garden, Lamb House (1912)

Sunningdale Park, Ascot, Berkshire

Sunningdale Park, built by James Wyatt in 1786, was bought by Major
William James Joicey (1838-1912) in 1890.%° In August 1897, Partridge told
Tudway, ‘[Parsons] is going to Joicey in September about laying out his
garden and a good word or two might help.’® Partridge visited Sunningdale in

1901 and was impressed, particularly with the rose garden:

It is really astonishing what he has done there, and shows what can be
achieved in a few years’ time. The rose garden is about the best I have

ever seen and there are other parts that are equally good. [ .....] I think

8  Edel, Henry James Selected Letters, Letter to Alice James, 1 December 1897, .

270.

85 Graham O’Connell, ‘History of Sunningdale Park’
(https://bkthisandthat.files.wordpress.com/2018/07/history-of-sunningdale-
park-notes-2018.pdf). Redesigning the lake was carried out by James Pulham,
Email 12 September 2020 confirmed that he was unaware of Parsons’
involvement.

8 DD\TD/48/1/1-8, Letter, 12 August 1897.
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the general scheme is excellent and the ultimate effect will be capital. I

must say Parsons is a thorough garden artist.?’

Provost’s Lodge, Worcester College, Oxford

Dr Henry Olive Daniels, whose wife was Parsons’ cousin, moved into the
Provost’s Lodge for the start of the academic year in October 1903. Parsons
designed a rose garden within a rectangular lawn measuring 50 square
yards.®8 Ten beds were created in a symmetrical design and planted with a
mixture of cottage roses, with the silver Stachys byzantina, violas, aubrietia

and old-fashioned pinks as groundcover (Figure 3.38).

Figure 3.38: The Provost’s Rose Garden (1908)

87 DD\TD/48/1/1-8,, Letter, 30 August 1901.

8  Francis Lys, Worcester College, 1882-1943: And Some Account of a Stewardship
(Oxford, 1944), p. 47. Quoted by Edward Wilson, ‘The Provost’s Rose Garden’
(Worcester College Record, 2007), pp 40-47, ‘The bit of lawn in the Provost’s
Garden nearest the quadrangle was made into a formal garden on a happy design
by Alfred Parsons, the artist.’
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In 1917, it was restored using Parsons’ original plan, which is now
lost.® The garden was restored again in 2007 using historic photographs.
Figure 3.39 shows its symmetrical layout from above and Figure 3.40, its

rectangular surround of clipped yew pillars.

Figure 3.40: Yews Pillars Surrounding the Provost’s Rose Garden (2019)

8 Wilson, ‘The Provost’s Rose Garden’, p. 42. Parsons selection of roses was

replaced by ones created after 1910.
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Parsons & Partridge 1899-1914

Towards the end of 1898, Parsons and Partridge started to discuss a garden
design business, ‘Parsons was here the other day and he seems keener than
ever about joining up forces.”® They had little difficulty agreeing the basis for
the partnership. Partridge would be responsible for the day-to-day
management, whilst Parsons would design the gardens and their planting.®’
In early 1899, Parsons started to acquire commissions, mainly through his
influential friends. During their first year, eight projects were secured and
eight other gardens visited.*

Milette’s list of commissions was used as the starting point for further
research.® The Tudway Letters were allocated to each project with internet
searches used to verify their identity. Eighty-one gardens were identified, of
which seventeen were Parsons’ sole commissions.** Of the sixty-four Parsons
& Partridge gardens, thirty-one were no more than consultations or site visits,
some work was carried out in ten and twenty-three had significant schemes
implemented.® It is not possible to assess the extent of their work after the
end of 1905, and only Bryngarw House, Great Chalfield Manor, Milton Lodge

and Florham in the USA were identified.*® Yet in March 1910, Partridge asked

% DD\TD/48/1/1-8, Letters, 5 and 17 December 1898.

9 Partridge wanted Tudway to join them, but he and Parsons could not agree how
any profits should be apportioned. Yet Tudway remained involved,
recommending clients and giving advice. From 1901, his Cedars Hardy Plant
Nursery supplied plants.

2 DD\TD/48/1/1-8. Letter, 28 April 1800, Parsons knew Daisy, Countess of
Warwick (1851-1938). This probably resulted in the project at Wiseton Hall for
General Sir Joseph Laycock, her intimate friend. He also knew Princess Louise at
Rosneath and worked on her garden in Argyll.

% Milette, 'Landscape-Painter as Landscape-Gardener', p. 478.

%  Appendix 2 provides details of the known projects.

%  Other gardens are mentioned, but may be duplicate as details are vague.

% Somerset Heritage Centre, A\ASM/5/20, DD\TD/49/9, ‘Milton Lodge and The
Coombe, Wells’ and Swindon & Wiltshire History Centre, ‘Great Chalfield Manor
Correspondence, 1907-1912’, 3591/bx/17125 and ‘Drawings’, 3581 MS.
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Robert Fuller, ‘Is the garden flooded out, most of those we are at work on
are.””” They were still working in 1913, ‘I saw Parsons in town on Tuesday and
talked over your garden steps with him.

Garden Designs 1899-1905

In January 1899, whilst Parsons was giving Princess Louise painting lessons
in Cannes, he secured a prestigious commission from William Cavendish-
Bentinck, 6th Duke of Portland to redesign the garden at Welbeck Abbey. This
was a considerable achievement, not only because of the Duke’s high social
standing, but for the size and grandeur of his estate.®

Welbeck Abbey, Nottinghamshire

The house depicted in Figure 3.41 dates from the eighteenth century. After
the Duke of Portland inherited the 17,000 acre estate in 1879, he started to

redevelop its gardens.

: N
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Figure 3.41: Welbeck Abbey from the Lily Pool

% 3591/bx/17125, Letter, Partridge to Robert Fuller, 1 March 1910.

% DD\TD/49/9, Letter, 27 February 1913.

% DD\TD/48/1/1-8 Letter, 31 March 1899, Mrs Dallas-Yorke approached Parsons
and later asked him to advise her at Walmsgate Hall, near Louth in Lincolnshire.
Details of the scheme are not known.
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Parsons worked at Welbeck between 1899 and 1905. His designs
needed to be in keeping with its historic house and are more formal than his
subsequent projects. However, there were grassy areas planted with daffodils,
bluebells and other plants, which made ‘a series of pictures of wondrous
beauty’.’ The south and east terraces were re-designed between 1899 and
1900 (Figure 3.42 and Figure 3.43)."°" These were described in the Gardeners’
Magazine:

On the east side the terrace is of sufficient area to allow of the

formation of a geometrical garden of large size, and a considerable

breadth of grass. On this terrace there is a magnificent fountain
surrounded by formally cut hedges of golden yew, with spacious beds of

roses and lilies.0?

Figure 3.42: Design of the Flower Beds, South Terrace (1917)

190 George Gordon, ‘Some Gardens in the Dukeries — I Welbeck Abbey’, Gardeners’
Magazine, 53 (11 June 1910), p. 449.

191 DD\TD/48/1/1-8 Letter, 7 May 1899, confirmed the agreement had been signed
at a cost of 650 guineas, today, £88,425.

192 Gordon, ‘Some Gardens in the Dukeries, p. 451. Parsons often used golden yew.
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Figure 3.43: Golden Yews and Flower Beds, East Terrace (1910)

From 1900 to 1902, Parsons designed the double herbaceous borders
and a small rose garden, which Partridge described as ‘a perfect design,

absolutely original with a grove of mulberries worked into it’ (Figure 3.44). '3

Figure 3.44: Postcard showing the Rose Garden

% DD\TD/48/1/1-8, Letters, 22 January 1900 and 4 October 1900. There were four
mulberries, one of Parsons’ signature trees.
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The extensive double herbaceous borders were 440-yards long and 18-
feet wide and backed with high yew hedges.'® Plants included foxgloves,
delphiniums, phlox, rudbeckia, dahlias, evening primroses, campanulas and

salvias and were ‘a kaleidoscope of colour’ (Figure 3.45).1%

Figure 3.45: Herbaceous Borders (1911)

In autumn 1902, an existing sunken garden, measuring 120 by 80
yards was transformed into a spectacular garden comprising 110 beds, each 4

feet by 15 feet, a lily pool and a circular stone pergola (Figure 3.46 and Figure

3.47).1°

%4 Tn 1915, the border was planted with potatoes and not reinstated after the war.

1% D R Williamson, ‘Welbeck Abbey’, Gardeners' Chronicle, LXXVI (July-Dec 1924),
pp. 216-217.

%6 DD\TD/48/1/1-8, Letter, 27 August 1902. A similar pergola was part of the
scheme at Florham (Figure 3.78).
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Figure 3.46: Lily Pool and Pergola (1928)
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Figure 3.47: Section of the Pergola (1911)

By contrast, another early commission at Harleyford Manor, whilst
incorporating similar ideas, was simpler in conception.

Harleyford Manor, Marlow
Harleyford Manor, the home of Partridge’s brother-in-law, Sir William

Clayton, was ‘delightfully situated on a private backwater of the Thames’ and
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was featured in the Gardeners’ Magazine and Country Life." As can be seen
in Figure 3.48, there was a rose garden with rose arches (Figure 3.49). Rose
gardens also featured in at Shiplake Court, near Henley-on-Thames and
Wightwick Manor in Wolverhampton, where the design was circular. "¢ In
1902, at Preston Hall, Uppingham, the Pump House Garden comprised a

trellis and rose bower (Figure 3.50).'%°

Figure 3.48: Harleyford Manor (1910)

197 Charles H Curtis, ‘Harleyford’, Gardener’s Magazine (30 January 1904), pp. 87-
90. T, ‘Harleyford, Buckinghamshire, The Seat of Sir William Clayton’, Country
Life 277 (6 June 1910), pp. 810-819.

1% DD\TD/48/1/1-8, Letter, 26 August 1899. Theodore Mander (1853-1900), a
varnish manufacturer, made his fortune with his brother. Unlike other clients,
Mander visited Parsons’ gardens before giving them the commission.

19 Tbidem, Letter, 10 December 1901. General & Mrs Alfred Codrington were the
parents of the artist-gardener, Lieutenant-Colonel John Alfred Codrington (1898-
1991), whose garden designs are discussed Chapter 14.
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Figure 3.49: Rose Arches, Harleyford Manor (1904)

Parsons also designed a double herbaceous border at Harleyford Manor

and Robinson would have enjoyed the description of its planting:

It is a layout of the simplest, a gardener’s garden, depending not on the
architecture, but the horticulture. [.....] There is just enough garden
making, just enough straight lines and walls and objects to give point
and effect to the general planting, but they are for the sake of the plants

and not the plants for the sake of them ( Figure 3.51)."°

110 T, ‘Harleyford, Buckinghamshire, The Seat of Sir William Clayton’, Country Life
27 (6 June 1910), p. 819.
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Figure 3.51: Double Herbaceous Border (1910)

Whilst studying the Tudway correspondence, a similar double

herbaceous border was discovered at a previously unidentified garden, Abbots

Ripton Hall, Huntingdon. "

" DD\TD/48/1/1, Letter, 9 December 1900. Milette listed this as Honington Hall,
Shipston-on-Stour where Mrs Gilliatt moved after her husband died in 1907.
Their son, Lieutenant L H Gilliatt, was killed in the Boer War and is buried at St

Andrew’s Church, Abbots Ripton
(https://www.iwm.org.uk/memorials/item/memorial/150).
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Abbots Ripton Hall, Huntingdon

In June 1899, Partridge noted ‘Parsons and I go to Huntingdon on Tuesday
next to see the Gilliatt’s garden’.""? There were no details of the scheme, but
the 34 Lord De Ramsay‘s description in 1982 confirmed that, ‘The Gilliatt’s
moved the kitchen garden nearly 400 feet and made a double herbaceous
border, backed with alternate twelve feet columnar yews and low golden
philadelphus bushes’ (Figure 3.52)." Columnar yews, like those at Worcester

College were often part of Parsons schemes.

Figure 3.52: Double Herbaceous Border, Abbots Ripton Hall

A garden, which includes different aspects of his ability was Partridge’s
garden at Battledene, where he sometimes implemented his own schemes,

having learned from Parsons’ example.'"*

2 DD\TD/48/1/1, Letter, 19 June 1899. Partridge’s head gardener at Bishopswood,
William Hibberd had moved there.

113 Alvilde Lees-Milne & Rosemary Verey, The Englishman’s Garden (London:
Penguin Books Limited, 1982), p. 48.

114 Although Parson provided the initial design, in 1903 Partridge complained that
he had to do things himself.
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Battledene, Wash Common, Berkshire

As Battledene’s garden sloped gradually down to the river, this was
incorporated into its design and clients were invited to see the results. Itis
possible that the painting of an unidentified garden with a winding path could

be Battledene (Figure 3.53).""

Figure 3.53: Alfred Parsons, A Garden near the Thames

A terrace around the house was made soon after Partridge moved there
in November 1899 and Mrs Harvey was invited to see it when Parsons

proposed one at East Burnham Lodge in Buckinghamshire (Figure 3.54).1"

115 Baskervyle-Glegg’, ‘Bulbs Shine Brightly in Broadway’, p. 42, commented that one
of Parsons’ strengths was his ability to design gardens on a sloping site
116 DD\TD/48/1/1-8, Letter, 29 October 1901.
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Figure 3.54: Battledene, Wash Common (1923)

Parsons often incorporated cordoned or espaliered fruit trees in his
designs, for example at Great Chalfield (Figure 3.55).""” In 1904, Partridge
planted an elaborate fruit garden, comprising a metal tunnel with four

espaliers, 14-feet high between the arches, around a small central pond.'®

Figure 3.55: Espaliered Apple Tree, Great Chalfield Manor (2017)

"7 DD\TD/48/1/1-8, Letter, 2 January 1903.
"8 Tbidem Letter, 14 November 1904.
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Figure 3.56 shows that the garden also had ‘natural’ areas. In 1904,
Partridge planted a ‘wild’ garden of rhododendrons and azaleas, which,
Charles Lucas visited this when he was planning a wild garden at Warnham
Court. "' When Battledene was for sale, the advertisement read, “The grounds

include a wild garden of uncommon beauty’.'®

Figure 3.56: The Wild Garden, Battledene (1923)

Commissions 1905-1914

The three known designs carried out in this period were all on sloping sites.
Bryngarw House, near Bridgend

Partridge visited Bryngarw House whilst Parsons was in hospital and they

secured the commission in May 1905, ‘Traherne has given us the job which he

11 DD\TD/48/1/1-8, Letter, 2 September 1904.
120 Thake & Paginton, ‘Advertisement’, The Times (2 June 1923), p. 6.
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wants done bit by bit, and the valley part first.”’?' The garden may have been

laid out between 1910 and 1918."%? In Partridge’s opinion:

It would be absolute folly and madness if he attempts to interfere with
those levels again. If he does as he suggests he would get in a worse
mess than at present. In my opinion it is absolutely necessary to
restore that part of the ground to its natural level, otherwise he will not

get the proper effect in the garden below the river.'

Bryngarw has a Japanese-style garden, comprising a series of pools,

which Parsons may have designed, as he spent nine months in Japan in 1892

(Figure 3.57).%* As Partridge recalled, ‘He wanted a water garden. [.....] Itisa

point Parsons would excel in.’'?

Figure 3.57: Japanese-style Water Garden, Bryngarw (1940)

121

122

123
124

125

DD\TD/48/1/1-8, Letter, 29 May 1905. Bryngarw House
(https://coflein.gov.uk/en/site/265728/details/bryngarw-bridgend).
CADW/ICOMOS, Register of Landscapes, Parks and Gardens of Special Historic
Interest in Wales Register, PGW (Gm) 5 (BRI).

DD\TD/48/1/1-8, Letter, 2 May 1905.

Alfred Parsons, Notes in Japan (New York: Harper & Brothers, 1896, Edition
Leopold Classic Library).

DD\TD/48/1/1-8, 20 April 1905.
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The complexity of the levels at Great Chalfield Manor proved to be a
considerable challenge and it was two years before Robert Fuller, an exacting
client, was satisfied with the design.

Great Chalfield Manor, Melksham, Wiltshire
Great Chalfield Manor, a fifteenth-century manor house, was bought by
Fuller’s father for farmland.’?® A photograph its restoration had been

completed shows retaining walls around the house (Figure 3.58).

Figure 3.58: Great Chalfield Manor (1908)

The garden was laid out in a series of terraces descending from the
house to a grassy area that led to the moat. Figure 3.59, a view from the moat

shows this, as well as a series of steps leading up the house.

126 35091/bx/17125, Partridge’s Letter, 21 January 1907. The house was restored by
Sir Harold Brakespear (1870-1934).
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Figure 3.59: View from the Moat (2017)

A site plan, dated 6 June 1907, shows the initial design. A flower
garden and croquet lawn were included (Figure 3.60) Figure 3.61 shows the
instructions on how the levels and steps should be created. By December
1908, the plan showed details about the layout of the terrace near the house
and the grassy area is marked as lawns, Many letters during 1907 and 1908
discussed the siting of a 120-foot-long tennis court.

The upper terraces were planted with roses and herbaceous plants and
a 1907 plan of the formal paved area in front of the house sets out Parsons’

suggestions (Figure 3.63).
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Figure 3.60: Alfred Parsons, Site Plan (1907)

216



Figure 3.61: Details about the Levels (1907)
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Figure 3.62: Alfred Parsons, Site Plan (December 1908)
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Figure 3.63 Alfred Parsons, Plan of Upper Terrace (1907)

Figure 3.64 depicts this area today with its pink roses and a small well.

To one side, in front of four columnar yews that have merged together, there is

a second water feature with a small fountain, which is seen in his drawing

(Figure 3.65 and Figure 3.66). Parsons also proposed a fountain, which Fuller

thought was too ‘Italian’ for the garden (Figure 3.67).'%

127 3591/bx/17125, Letter, Parsons to Fuller, 17 April 1910.
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Figure 3.65: Alfred Parsons, Design for the Pool (1910)
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Figure 3.67: Alfred Parsons, Fountain Design (December 1910)
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The next terrace was planted with herbaceous plants and shrubs and a

plan in February 1910 included a plant list (Figure 3.68).

Figure 3.68: Alfred Parsons, Garden Plan with Plant List (February 1910)

The shrubs suggested included ones that had autumn colour or berries:
Cotoneaster microphylla, Hedera atropurpurea and other ivies, Craetagus

pyracantha, Choisya ternata, Kerria japonica, Garrya eliptica, which has
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green tassels in winter, Jasminium nudiflorum and honeysuckle (Figure 3.69

and Figure 3.70).
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Figure 3.70: Lateral View of the Planting (2017)

Parsons also included suggestions about how a dry-stone wall should
be treated (Figure 3.71). Then in 1909, he suggested how to manage a flight of

steps:
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The steps can be made with paving stones; the foundations must be
well made and well packed with earth, then if there are any cracks, you
can fill them with very small rock plants, Mentha requienii or Arenaria
balearica, which do not mind a certain amount of treading on (Figure

3.72).128

Figure 3.71: Alfred Parsons, Section of Dry Stone Wall (July 1907)

128 35091/bx/17125, Letter, 20 January 1909.
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Figure 3.72: Steps and Dry Stone Wall (2017)
In some ways, Milton Lodge, their last known project is reminiscent of
Great Chalfield, as it is a terraced garden on an extremely steep site, which the
garden writer, Avray Tipping described as ‘hanging ground’. '°
Milton Lodge, Wells
By 1898, Charles Tudway, like many owners of country estates found he was
unable to maintain his lifestyle at The Cedars and was considering renting or
selling it. Milton Lodge was part of the Tudway estate and the family moved
there in 1909. One reason, as the garden writer George Plumptre described
was ‘to capitalise on one of the most glorious views imaginable from the
south-east facing slopes of the Mendip Hills down to the towers of Wells
Cathedral to the Vale of Avalon and the clearly outlined contours of

Glastonbury tor’ (Figure 3.73).1%°

129 H Avray Tipping, ‘Milton Lodge, Somerset: The Seat of Mr Charles C Tudway’,
Country Life, 59 (27 March 1926), p. 478.
130 George Plumptre, ‘All Points of View’, Country Life, 184 (28 June 1990), p. 152.
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Tudway had visited Great Chalfield, as his nursery supplied some of its
plants. As he was a knowledgeable and experienced gardener, it is not
possible to determine the extent of Parsons’ involvement, as only one letter
and two drawings have been found.”' It seems probable that he advised on

the levels of the lower two of the four terraces.

3.73: View from Milton Lodge across to Glastonbury Tor (2018)

In February 1913, Partridge and Parsons discussed the steps on the

west and east side near garden, which were:

To be guarded by a wrought iron railing as per enclosed plan. You will
see that I have got him to do away with the dress tearers, and iron
scrolls should be substituted as shown in red ink on the plan. [ .....]
Parsons is now of my opinion that a low wall or coping to stand, say, 6

or 9 inches above the angle of these steps would be a great

31 Somerset Heritage Centre, DD\TD/49/9, Milton Lodge.
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improvement. VIDE the red ink line on coloured sketch sent me by

Fewtrell (Figure 3.74 and Figure 3.75).1%

Figure 3.74: Alfred Parsons, Plan of Lower Terraces, Milton Lodge (1913)

32 DD\TD/49/9, Milton Lodge, Letter 27 February 1913. Oscar Fewtrell was
Tudway’s estate manager for nearly thirty years.
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Figure 3.75: Sectional view of the Garden House Steps (1913)

Today, the wall from the garden house is covered with climbing plants

(Figure 3.76).

Figure 3.76: Garden House and Stairs (2018)

Although there is a reference to Parsons visiting a possible garden
commission in Antibes in 1899, his only known project outside Britain was in

the USA.
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Florham, New Jersey, USA

In 1903, Parsons was asked to design the garden at Florham for Hamilton and
Florence McKown Twombly, ‘Parsons got a very good job in America for
Vanderbilt’s brother.”’3® The work was carried out in 1907 and 1908. The
design for the elaborate formal Italian Garden with box-edged beds with a

stone pergola at the back was designed to be viewed from the house (Figure

3.77).1%

Figure 3.77: Italian Garden and Pergola, Florham

Figure 3.78 shows a section of the pergola that is similar to the one at

Welbeck Abbey (Figure 3.47).

133 DD\TD/48/1/1-8, Letter, 4 March 1903. Parsons visited America in February
1903. Gertrude Mead, Abbey’s wife introduced him to the Twomblys. Florham
was designed and built by McKim, Mead & White between 1893-1897.

134 Passenger records show Parsons sailed to America on 9 November 1907 and
returned on 3 January 1908. The garden was restored in 1998.
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Figure 3.78: Section of the Pergola

The final garden Parsons designed was his own at Luggershill in
Broadway, which he had continued to visit. In 1903, Millet sold him five acres
of land and the architect, Andrew Noble Prentice (1866-1941) designed his
house (Figure 3.79). Although the house was completed in 1912, Parsons did

not leave Bedford Gardens permanently until 1914.

Figure 3.79: House and Garden, Luggershill
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Like Jekyll, Parsons started the garden before the house was
completed. It represented the culmination of his gardening career and
included many of the features associated with him. There were two rose
gardens and a stone pergola at the bottom of the garden. De Navarro
described the nut walk, which led to an orchard as ‘a coppice with flowering
cherries, lilacs of all colours from the large double white to dark vinous
purple, the ground carpeted with anemones, a cool, perfumed place’."*

Another account was given when the Garden Club of America visited in June

1920:

Luggershill has a circular courtyard surrounded by a ten foot high
hedge with interesting topiary making a fine entrance. [.....] [At] the
garden side of the house where the lawn stretches out, bordered on
either side by this same high, shaped, hedge, in which were breaks,
similar to the wings of a theatre — a most interesting treatment —
bringing into prominence the two beds of white Violas like a lovely

white carpet, directly opposite the house.?®

This account alludes to Parsons’ preference for planting hedges to form
discrete areas. Records show that as well as yew, he recommended holly,

beech and hornbeam hedging.’®” At Callis Court in Kent, 200 hundred yews

135 Quotation from de Navarro’s diaries in Marion Mako, 'Painting with Nature in
Broadway, Worcestershire', Garden History, 34 [1] (2006), p. 58.

136 Garden Club America Visit to England, 3-16 June 1929
(https://www.chippingcampdenhistory.org.uk/wp-
content/uploads/2018/11/Signpost-9-final-6.pdf) [Accessed 20 September
2020].

137 TD\DD/48/1/1-8, Letter 2 October 1904, Partridge orders 275 x 2 foot high
hollies.
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were ordered.’® The corners of an enclosed area were often accentuated with
taller trees, and at Woodcock Lodge in Hertfordshire, twenty-four yews, 6-feet
high, were ordered.’® The garden historian Mavis Batey (1921-2013)
borrowed James’ description of Parsons paintings to suggest his gardens had
‘nook quality’."® This concept of ‘rooms’ became a significant feature of
twentieth-century design, attributed to Lawrence Johnston, whose garden at
Hidcote Manor in Gloucestershire is discussed in Chapter 4.

James thought that his paintings moved with the seasons ‘the tangle of
the hardy flowers that comes while the roses are still in bloom, with the blue
larkspurs standing high among them’.’*' Parsons’ depiction of Luggershill in
late spring shows blossom and pink tulips along a winding path with views

across the distant countryside (Figure 3.80).

Figure 3.80: Alfred Parsons, The Garden, Luggershill

138 TD\DD/48/1/1-8, ‘Letter, Mrs Gordon-Canning to Tudway’, 12 October 1901, ‘I
am writing to ask if you can supply me with the four big beds as soon as possible.

139 Tbidem, Letter, 6 January 1903.

40 Mavis Batey, Oxford Gardens (Amersham: Avebury Publishing), 1982, p. 195.
James, Delphi’s Complete Works, p. 195. ‘The nook quality; the air of aland and a
life, so infinitely subdivided that they produce a thousand precious privacies.’

41 James, Delphi’s Complete Works of Henry James
(http://www.books.google.co.uk, 2013), pp. 195-196.
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Unlike the formal architectural gardens that Blomfield, Mawson and
Luytens designed, Parsons designs were mainly informal with formal areas
around the house. Although he embraced Robinson’s ideas, his view of
architects’ gardens is not known."? However, as Partridge commented on
this, it is probable Parsons had informed his opinions. Whilst they were
working at Woodcock Lodge, the architect, Detmar Blow (1867-1939) was
restoring the house and annoyed Partridge, ‘What a humbug it is these
Architects going in for laying out gardens. He knows as much about
gardening as I do about Astronomy judging from the remarks he made to me
on the subject.”*?

During his lifetime Parsons was recognised not only for his painting,
but his gardening knowledge, as he was asked to judge rock gardens at the
Chelsea Flower Show in 1914 and 1915."* Yet it is only in recent years that the
extent and versatility of his garden designs has been recognised. Many
gardens he designed disappeared relatively quickly. Mander died in 1900 and
in 1904, his wife invited Mawson to re-design Wightwick Manor’s garden:
Other properties were sold: Bishopswood in 1904, Callis Court in 1919,
Battledene in 1923, Hartpury and East Burnham Lodge in the 1920s,
Walmsgate Hall in 1924, Hardres Court, 1926 and Luggershill in 1940.
Russell House and Abbot’s Grange have been divided into two properties. The
only ones that can still be visited are Milton Lodge, which-remains in the

Tudway family’s ownership, the Provost’s Rose Garden, Worcester College

42 Parsons knew Harold Peto (1854-1933). DD\TD/48/1/1-8, Letter, 12 September
1903, ‘Lady Warwick wired him to say she was charmed with the Down Hall
alterations and asked him to come and look at her garden [Easton Lodge]. Peto is
doing the work there, so of course until he knows what she wants he could not go.’

143 DD\TD/48/1/1-8, Letter, 8 December 1902.

144 Another judge was E A Bowles, who is discussed in Chapter 6.
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Oxford and the National Trust properties, Great Chalfield Manor and
Wightwick Manor.

Yet, he and his gardens were remembered. Writing in 1936, Mary
Anderson de Navarro concluded that when Parsons, ‘Not a few of the flowers
which he gave me, living and lovely, still bloom, while the four winds have
scattered the ashes of their doctor whither who shall say [.....]. May his spirit

wander in some Elysian garden. ™5

%5 De Navarro, A Few More Memories, p. 257.
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Chapter 4
Major Lawrence Waterbury Johnston and Hidcote

Lawrence Johnston, Flower Painting
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‘Highly eclectic, Hidcote presents, very completely, an original

synthesis of historic and contemporary garden.’
Russell Page’

Hidcote Manor in Gloucestershire has been acclaimed the most influential
garden of the twentieth century.? It is one of the most visited gardens in
Britain and its design continues to influence gardeners. During his lifetime,
Lawrence Johnston’s garden was visited mostly by his friends, who admired
its beauty, and the gardening cognoscenti, who came to see his collection of
rare plants. Hidcote was only open to the public once or twice a year and even
after its ownership transferred to the National Trust in 1948, its opening times
were limited until his death in 1958.3 As Johnston was born in 1871, he lived
through most of the period of this study (Figure 4.1). The major part of the
garden was created before 1914, but during the interwar period, it was adapted
and some new areas developed.

Researchers were hampered by the absence of primary sources, as it was
thought his personal papers had been destroyed.* However, in December 2002, the
National Trust received his notebook for 1925 to 1928 and his engagement diaries for
1929 and 1932 anonymously.® These provide details about Johnston’s social circle

and visits, as well as information about his plant-hunting trip to South Africa in 1928

' Russell Page, ‘Hidcote Microcosm’, The Listener (22 August 1934), p. 321.

2 Brent Elliott, ‘A Sense of Enclosure’, Country Life, 190 (23 May 1996), p. 34.

3 Johnston visited only once, but thought longer opening hours would restrict his
privacy.

4 It has been suggested, but not substantiated, that Nancy Lindsay (1896-1973),

Norah Lindsay’s daughter, burnt them.

National Trust, Lawrence Johnston, ‘Notebook’ (Unpublished handwritten

manuscript, 1925-1928), National Trust, Lawrence Johnston, ‘Engagement Diary

(Unpublished handwritten manuscript, 1929) and National Trust, Lawrence

Johnston, ‘Engagement Diary’ (Unpublished handwritten manuscript, 1932).

They are discussed in Graham S Pearson & Susan Pearson, ‘The Hunt for

Hidcote’s Treasures’, Country Life, 198 (19 February 2004), p. 96.

b
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and his trip to Kenya in 1929,° which Johnston described in his only known

publication.” As a consequence, secondary sources, written before 2002, have been

reassessed.?

Figure 4.1: Lawrence Johnston

During Johnston’s lifetime, the writer and garden designer, Avray Tipping
(1855-1933), wrote two articles about Hidcote, as did Russell Page in The Listener.®

Shortly before her death, his friend, the garden designer, Norah Lindsay (1873-1948)

The entries were an aide memoire and additional research had to be carried out
to understand them fully.

Laurence Johnson (sic), ‘Some Flowering Plants of Kilmanharo, The New Flora
and Silva, 2 (1930), pp. 11-16.

These include Jane Brown, Eminent Gardeners: Some People of Influence and
Their Gardens 1880-1980 (London: Viking, 1990), Fred Whitsey, The Garden of
Hidcote (London: Frances Lincoln, 2007), Ethne Clarke, Hidcote: The Making of
a Garden (London: Joseph, 1989); Anna Pavord, Hidcote Manor Gardens,
Gloucestershire (National Trust, 1993), and Graham S Pearson, Lawrence
Johnston The Creator of Hidcote (Chipping Campden: Hidcote Books, 2010,
Edition 2015).

H Avray Tipping, 'Hidcote Manor, Gloucestershire: The Seat of Mr Lawrence
Johnston', Country Life, 67 (22 February 1930), pp. 286-94; H Avray Tipping,
‘Early Summer at Hidcote Manor’, Country Life, 68 (23 August 1930), pp. 231-
233; and Russell Page, ‘Hidcote Microcosm’.
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also described it."* New information has been found in letters to her sister, Madeline
Whitbread (1875-1979)."" During this study, the artist-gardener, William Shute
Barrington’s (1873-1960) personal records were discovered and provide information
about his friendship with Johnston.™

Early Life

Johnston, an American, was born in Paris and spent much of his childhood with his
mother in Europe. Although no details are known, he was probably educated by
private tutors. In 1893, he came to live in Little Shelford, near Cambridge to prepare
for the Cambridge University entrance examination.” He studied history at Trinity
College and after he was awarded his degree, he remained in Britain and became a
naturalised British citizen in 1900. " He fought in the Boer and First World Wars.
The Artist

There is no information about whether Johnston was taught painting or that

he regarded it as anything more than a hobby. The garden writer Louisa

Jones suggested he was ‘a keen painter’ when Hidcote was purchased in 1907,

but gives no source.' As few of his paintings remain, the facts have had to be
determined. Lindsay never mentioned his paintings, but she valued his artistic
opinion. When her daughter, Nancy was painting a set of carnations, she told

her sister, ‘Johnny thinks them supremely lovely and rather thinks they will

1 Norah Lindsay, ‘Hidcote Manor: The First Garden to be Taken Over by the
National Trust’, House & Garden, 3 (April 1948), pp. 45-51.

1 W/H 35 is kept by the Whitbread family at Southill Park, Bedfordshire.

2 His garden designs are considered in Chapter 5.

13 http://www.littleshelfordhistory.co.uk/little-shelford-people/little-shelford-
people/lawrence-johnson [Accessed 23 September 2020].

4 UK Naturalisation Certificates and Declarations 1870-1912. Johnston’s

citizenship was granted on 29 January 1900.

Louisa Jones, Serre de la Madone: Lawrence Johnston’s Garden on the French

Riviera (France: Acte Sud, 2003), p. 21.

15
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sell in Peter’s shop’.'® It is probable that he stopped painting in the mid- to
late 1920s when he started to spend most of the year in Menton. When
Hidcote’s contents were auctioned after his death, pictures were listed, but not
attributed."”

Johnston probably had a studio at Hidcote, but apart from speculation,
its location remains unknown. The garden writer Fred Whitsey, who knew
Johnston in later life, suggested it was at one end of the tender plant house
near the kitchen garden. Yet in 1934, Page made no mention that it was
designed for anything other than plants.'®

Two pictures depict Hidcote’s garden and were painted during its
creation. Both are long vistas, emphasise that Johnston regarded them as
important. In his bedroom, he hung two large pictures of Hidcote’s red
border, as viewed from its window (Figure 4.2)."° The red border and the
pavilions seen in the picture were created before 1910 and could have been
painted before 1916, as the double, pleached hornbeam ‘stilt’ garden cannot be
distinguished (Figure 4.3). Although the colours have faded, the red areas are

clear and show that they were only intended part of its planting.

6 Southill Park W/H 35/15, Letter to Madeline Whitbread, 12 December 1931.
Peter Lindsay was her son. Nancy Lindsay’s paintings were botanical, although
the one sold to Heather Muir is no longer at Kiftsgate, email 15 March 2019.

7 ‘Sale by Auction of the Valuable and Antique Furniture, China, Glass, Linen,
Hidcote Manor, Wednesday 31 October and Thursday 1 November 1958’. An
inventory compiled by Graham & Susan Pearson mentions ‘sundry pictures’ and
‘pictures’.

'8 Page, ‘Hidcote Microcosm’, p. 323.

® Whitsey, The Garden at Hidcote, p. 22.
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Figure 4.2: Lawrence Johnston, The Red Border, Hidcote

Figure 4.3: Red Border and Pavilions (1912)

A second picture in Lindsay’s bedroom, depicts the view from the
garden door, down a tree-lined avenue towards the Farnese Hercules statue

(Figure 4.4).2° The garden historian Ethne Clarke, who thought Johnston’s

20 Clarke Hidcote, The Making of a Garden, p. 25 stated it was in the bedroom, the
designer, Nancy Lancaster (1897-1944) stayed. No source given.
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artistic temperament manifested itself when a blue carpet was washed and

hung outside to fade, described it as ‘a bird’s-eye view of the garden, rather
like the map of the garden at Port Lympne’, painted by Rex Whistler (1905-
1944) for the politician and art collector, Sir Philip Sassoon (1888-1939), in
1933 (Figure 4.5).2" Whilst Johnston knew Sassoon by 1925, it seems

probable that the painting was completed earlier.?

Figure 4.4: Lawrence Johnston, The Lime Avenue towards Hercules

21 Clarke, Hidcote, The Making of a Garden, p. 25. No source is given.

2 W/H 35/10, Letter, to Whitbread, November 1925. W/H 35/20 Norah Lindsay’s
letter to her sisters, Madeleine Whitbread and Anne Burrowes, February 1933.
Johnston knew Whistler, as they were both at Lindsay’s home, Sutton Courtenay,
when her neighbour, Margot Asquith (1864-1945), the widow of the British prime
minister, Herbert Asquith (1853-1928) was holding a sale.
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Figure 4.5: View towards Hercules (2018) and Figure 4.6: Rex Whistler, Map
of Port Lympne (1933)

Perhaps these paintings’ significance is they both show long vistas,
rather than one of the small enclosed garden ‘rooms’ for which Johnston is
noted. Page emphasised that Hidcote’s design ensured ‘a sense of space has
been given and a tiny garden prolonged into the open countryside.’?

The painting of flowers in purple, red, pink, cream and white, depicted
on this chapter’s frontispiece were colour combinations Johnston used in his
planting schemes. In the border above the circular lawn, red and pink tulips
in spring were followed by foxtail lilies and pink lupins and then, by pink star
dahlias and snapdragons.?* The picture was originally part of a mural at
Kiftsgate Court, the home of his friend, neighbour and gardener, Heather
Muir (1888-1961). As the Muirs did not buy Kiftsgate until 1918, it appears

Johnston painted it in the 1920s.

2 Page, ‘Hidcote Microcosm’, p. 322.
24 Ibidem, pp. 321-322.
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In the garden, there are two examples of his paintings. He decorated
the two pavilions at the top of the red borders, which Page described, as ‘gaily
painted, they suggest in miniature all the mannered garden pleasures of the
seventeenth century.”” Another idea is that these, too, were inspired by
Whistler’s murals. Possibly, the decoration on the Tent Room’s ceiling at Port
Lympne bears a slight resemblance to those in the pavilions (Figure 4.7 and

Figure 4.8).%8

Figure 4.7: Tent Room. Port Lympne (1933)

%5 Page, ‘Hidcote Microcosm’, p. 322.

%6 Allan R Ruff, An Author and a Gardener (Oxford: Windgatherer Press, 2014), p.
181. Johnston, ‘Notebook’ (Unpublished handwritten manuscript), 7 December
1932, records he visited Trent Park. Lindsay designed part of Port Lympne’s
garden and it is probable he visited.
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Figure 4.8: Pavilion Ceiling Decoration (2018)

When Johnston built the Italian shelter adjacent to the Bathing Pool

garden, its interior was decorated with pastoral scenes (Figure 4.9).%”

Figure 4.9: Murals Inside the Italian Shelter (1930)

It has been suggested he admired the murals at Chateau d’Auppegard

near Dieppe, the home of his cousin, the artist Anna [Nan] Hope Hudson

27 Tt has been re-painted as the decorations had deteriorated.
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(1869-1957) and her lifelong companion, the artist and socialite, Ethel Sands
(1873-1962), whom he visited when he drove to Menton. The pastoral scenes
were repainted in 1927 by the artist-gardeners Duncan Grant (1885-1978) and

Vanessa Bell (1879-1961) (Figure 4.10).%

Figure 4.10: Loggia and Murals, Chateau d’Auppegard

Yet in July 1928, Johnston visited Mount Stewart in Northern Ireland
where Edith Vane-Temple-Stewart, Marchioness Londonderry (1878-1959),
redesigned the garden (Figure 4.11). Mount Steward has two decorated
outdoor buildings: a loggia in the Spanish garden with an astrological table
(Figure 4.12 and Figure 4.13) and an open-fronted sitting area at one end of
the Dodo Terrace, along which Lady Londonderry depicted contemporary

politicians and artists as animals (Figure 4.14).%

2 Ruff, An Author and a Gardener, p. 185. Regina Walter (Edited), Vanessa Bell,
Selected Letters of Vanessa Bell (London: Bloomsbury Publishing, 1993), Letter
to Fry, 21 July 1927, described their stay.

2 A G L Hellyer, ‘Fantasy in an Irish Garden’, Country Life, 146 (15 May 1969), p.
1261.
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Figure 4.11: Mount Stewart Visitors’ Book (1928)

Figure 4.12: Loggia, The Spanish Garden, Mount Stewart (2018)
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Figure 4.14: Shelter on the Dodo Terrace (2018)

Another possible painting is a depiction of Magnolia delavayi at
Nelson Cottage, Cheltenham, the home of his friend, Ruth Peppercorn (1880-
1960) (Figure 4.15).%° Johnston grew Magnolia delavayi at Hidcote and Serre

de la Madone, but the idea cannot be substantiated. 3!

%0 Ruff, An Author and a Gardener, p. 284. Ruff acknowledged he was guessing.
31 Christopher Hussey, ‘Nelson Cottage, Cheltenham: The Home of Miss Ruth
Peppercorn’, Country Life, 100 (30 August 1946), pp. 394-397. Johnston’s 1932
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Figure 4.15: Painting of Magnolia delavayi at Nelson Cottage (1946)

Photographs of Serre de la Madone’s interior do not show any paintings
that can be attributed to Johnston. However, his notebook and diaries include
some small pencil drawings, for example an unidentified garden, where the
significance appears to be its long avenue or the hangings at Mount Stewart

(Figure 4.16 and Figure 4.17).%

Diary, Peppercorm visited Hidcote on 1 June 1932 and he visited her on 22
October.

Lawrence Johnston, ‘Notebook’ (Unpublished handwritten manuscript, 1925-
1928, and ‘Diaries’, 1929 and 1932).

32
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Figure 4.17: Lawrence Johnston, Bed Hangings, Mount Stewart (1928)

Little is known about Johnston’s artistic taste although the statuary
and ornaments he purchased for Serre de la Madone were mostly antique.

Hidcote’s Farnese Hercules is a copy of a third century Roman statue and the
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watering can, one of a pair, shown in Figure 4.18 came from Versailles.** He

also collected period furniture and Chinese porcelain.*

4.18: Watering Can from the Palace of Versailles (1934)

Yet Sands and Hope Hudson were friends of the artist, Walter Sickert

(1860-1942), a leading figure in post-impressionism and a member of the

Camden Group of Artists.?® Sands was an important society hostess in the

early twentieth century and entertained writers, like Henry James and

Virginia Woolf (1882-1941) and the artists, Augustus John (1879-1961) and

Roger Fry and members of the Bloomsbury Group.®* Johnston’s diary

33
34
35

36

Page, ‘Hidcote Microcosm’, p. 322.

W/H 35/21, Lindsay, Letter to Whitbread, 19 January 1936.

Nicola Moorby, ‘Ethel Sands’ (https://www.tate.org.uk/art/research-
publications/camden-town-group/ethel-sands-r1105348). She was a founder-
member of the London Group.

Ibidem.
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showed he was invited.*” He also knew the gardener and patron of modern
art, Vicomte Charles de Noailles (1891-1961).38

The Gardener

It is probable that Johnston visited gardens in France and Italy before he
came to England. Whilst he was at Cambridge, he would have enjoyed the
colleges’ gardens. Possibly, during the Boer War, he saw the wildflower
meadows in South Africa. Between 1893 and 1894 and again from 1902 to
1907, when he lived at Woodville Lodge in Little Shelford, he made ‘a
beautiful small rock-garden to the west side of the house’ (Figure 4.19).3° As
his interest had become important, he was elected a Fellow of the Royal

Horticultural Society in 1904.4°

Figure 4.19: Rock Garden, Woodville Lodge (2013)

37 National Trust, Lawrence Johnston, ‘Diary’, 22 June 1929, ‘By 4 45’.

% https://villanoailles-hyeres.com/en/expositions/charles-et-marie-laure-de-
noailles-une-vie-de-mecenes-exposition-permanente

% Fanny Wale, A Record of Shelford Parva (Unpublished handwritten manuscript, ¢
1917-1939, Limited Edition, 2012), pp. 32-33.
(http://www. littleshelfordhistory.co.uk) [Accessed 5 November 2018].

40 Pearson, Lawrence Johnston, pp. 53-54. In 1905, he borrowed books about rock
gardens and alpines
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Hidcote Manor, Gloucestershire 1907-1918

In the early 1900s, Johnston studied farming at New Etal, Cornhill-upon-
Tweed, near to where his friend from the Northumberland Hussars, George
Savile Clayton (1869-1922), lived. It has been suggested that farming was the
reason his mother, Gertrude Winthrop (1845-1926) decided to buy Hidcote
(Figure 4.20).*' In 1907, she was nearing sixty and may have thought an
estate managed by her eldest son, would provide them both with a permanent
home.*? As Hidcote is only a few miles from Hidcote from Broadway, she
could have been attracted by its fashionable American community, which was

discussed in Chapter 3.4

Figure 4.20: Hidcote Manor (1907)

41 Brown, Eminent Gardeners, p. 48, suggested she was unwilling to let Johnston
out of her sight, although there is no evidence they lived together after he came to
England. Her second husband, the wealthy American banker and stockbroker,
Charles Winthrop (1827-1898), enjoyed living in Paris and after he died, she
divided her time between England and New York.

42 Elliott, her younger son, lived in America and died in 1912 when she considered
selling Hidcote.

4 Clarke, Hidcote, The Making of a Garden, pp. 30-31 and Brown, Eminent
Gardeners, p. 49.
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Johnston’s reasons are also unclear, but the decision to buy Hidcote
could have been his. He was in his mid-thirties and a home, where he could
garden, that was easily accessible to London might have appealed to him. It
may be significant that Savile Clayton’s sister, Mary Sophia (1863-1923) was
married to the keen gardener, Mark Fenwick (1860-1945), who lived nearby at
Abbotswood, Stow-on-the-Wold and became his friend. Johnston finalised
the estate’s purchase after his mother sailed to America on 31 July 1907.

The 1907 sales’ particulars described the garden as having:

Lawns in front and on the south side of the House, with fine shrubs and
a Summer House, and a large productive Kitchen Garden. Adjoining is

a Tennis Lawn and small Nut Orchard’ (Figure 4.21).%

Figure 4.21: Garden (Early 1900s)

As the greater part of the garden was laid out before the war,

consideration has been given to whether Johnston was influenced by the pre-

4 Pearson, Lawrence Johnston, pp. 61-62. Extract from Hutchings & Deerings’
description of the property. The estate comprised 287 acres with just over an acre
for the house and garden.
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1914 garden designers. As he and his mother were wealthy, it seems
surprising that he decided to create the garden himself. Although Fenwick
was a knowledgeable gardener, he commissioned Edwin Luytens to redesign
part of his garden in 1902.

When Johnston started the garden, the debate between Blomfield and
Robinson had been resolved, but as he read Mawson’s, The Art & Craft of
Garden Making, it has been suggested it influenced him.** Mawson’s book
not only gave ideas about how various parts of the garden could be designed,
it provided detailed information about what trees, shrubs and plants to use.
However, Mawson’s design for a driveway resembles the paths leading off the
circular lawn to the Old Garden, the red borders and Bathing Pool garden

(Figure 4.22 and Figure 4.23).%

Figure 4.22: Mawson’s Design for an Entrance Drive (1900)

4 Pearson, Lawrence Johnston, p. 84, and p. 73. Johnston borrowed Mawson’s,
The Art & Craft of Garden Making (London: B T Batsford & L. G Newnes, 1900)
from the Royal Horticultural Society in 1905 and 1911.

46 ‘Sale by Auction of the Valuable and Antique Furniture, China, Glass, Linen,
Hidcote Manor’. Johnston’s books were not listed at the auction and only those
he borrowed from the Lindley Library are known.
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Figure 4.23: Circular Lawn (2018)

Johnston may not have had an overall vision for Hidcote as the garden

evolved gradually. As he left no records, a number of ideas have been

proposed. Whitsey thought the absence of plans suggested he pegged the

design out directly on the ground.*” Jones suggested his mother started the

garden whilst he served with the Northumberland Hussars, although he only

attended their summer camps.*® By 1908, records show that he had joined the

North Cotswold Hunt and in 1909, he was appointed as a governor at

Chipping Campden Grammar School.*

It has been suggested when he designed the Old Garden, Alfred

Parsons may have advised him as its box-edged beds within a small enclosed

garden resembled his ‘nook quality’ style.*® Yet Mary Anderson de Navarro,

47
48
49

50

Whitsey, The Garden at Hidcote, p. 17.

Jones, Serre de la Madone, p. 21 and Pearson, Lawrence Johnston, p. 89.
Pearson, Lawrence Johnston, p. 88. In 1910-1911, he represented Campden
District Council on the Board of Governors of Ashbee’s School of Arts and Crafts.
Brown, Eminent Gardeners, p. 51, ‘To have the advice of Alfred Parsons, who was
the friend of and adviser of Henry James, must have made Johnston’s ever-
present mother, preen with pride.’
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whose garden Parsons designed at Court Farm, made no mention of this in
her memoirs writing ‘The greater part is divided up into ‘rooms’, as it were, by
yew hedges, each ‘room’ containing a wonderful colour scheme’.>" De Navarro
and Johnston were both devout Catholics and it seems probable that he
visited Court Farm and admired her garden.*> The topiary peacocks in the Old
Garden, now known as the white garden and the maple garden, were planted
by 1912 (Figure 4.24). Figure 4.25 shows them at Court Farm, but as topiary
was a feature of Edwardian gardens, Johnston could have seen them

elsewhere.

Figure 4.24: Topiary Peacocks, Hidcote (1914)

The Old Garden shows that initially Johnston ‘borrowed’ ideas and
adapted them into something that was subtly different from the original. The

stilt garden’s design may have come from an illustration he saw in Garden

% Mary Anderson de Navarro, A Few More Memories (London: Hutchinson & Co,

1936), p. 186.
52 Johnston’s army records show that was a Catholic when he enlisted.
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Craft in Europe (Figure 4.26).% In his design, the trees are pleached
hornbeams, which were clipped lower with more of the trunks were exposed

(Figure 4.27).
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Figure 4.25: Topiary Peacocks, Court Farm (2013)

Figure 4.26: Le Petit Trianon, Versailles (1913)

% Pearson, Lawrence Johnston, p. 102. It featured in H Inigo Triggs’, Garden Craft
in Europe (London: B D Batsford, 1878), p. 133, which Johnston borrowed from
the Lindley Library in 1914.
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Figure 4.27: Stilt Garden (1930)

Johnston experimented with colour from the outset, but followed his
own instincts. Around 1910, a double herbaceous border, another Edwardian
feature, was planted with red flowers, which was innovative and unusual. It
was not one of the schemes proposed by Jekyll in Colour Schemes for the

Flower Garden, although in Some Gardens, she did promote scarlet flowers:

Forms of pure scarlet flowers are so little common among hardy
perennials that it seems a pity that the brilliant Lilium chalcedonicum
of Greece, Palestine and Asia Minor and its ally the scarlet Martagon of

Northern Italy should not be forgotten.>

% Gertrude Jekyll & George Elgood, Some English Gardens (London: Longmans
Green & Co, 1904), p. 28.
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The initial scheme was less red than it is today, as blue delphiniums,
purple monkshood, the creamy fronds of pampas grass and silver-leafed

plants provided contrast (Figure 4.28 and Figure 4.29). Lindsay described:

Scarlet is often regarded as an unsympathetic colour for gardens, but
Lawrence Johnston has dared to plant a scarlet border with clumps of
Lychnis chalcedonica, five feet high and five feet broad, mixed with red
berberis, dahlias and Sedum atropurpureum. Yet with all these reds,
how well do the dark steely-blues of delphiniums and monkshoods

blend.®

Figure 4.28: Red Borders with Pampas Grass (1930)

%5 Norah Lindsay, ‘Hidcote Manor’, p. 47.
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Figure 4.29: Red Borders with Silvery Lychnis coronaria alba (1948)
The Garden 1918-1938
After the war, gardening and plant collecting gradually assumed a major role
in Johnston’s life.*® In 1918, a farm manager was appointed, which enabled
him to concentrate on his garden.” Then in 1922, Frank Adams was
appointed as head gardener and Johnston found someone to discuss his ideas
with and who could help him implement them.

During this period Johnston, now more knowledgeable, started to

refine the original garden. The sundial in the centre of a circular grass lawn in
the Old Garden, an obligatory Edwardian garden ornament. was moved when

the area was paved (Figure 4.30 and Figure 4.31).

% The Lindley Library’s records show Johnston added to his knowledge whilst he

was recuperating in the King Edward VII Hospital. He borrowed books on
gardens and garden design, plant hunting and greenhouse plants.

57 Pearson, Lawrence Johnston, pp. 107-108. In February 1919, his mother bought
additional land adjacent to the garden.
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Figure 4.31: Old Garden Paved (1930)

Initially, the Bathing Pool garden comprised a small circular pool at
ground level surrounded by flower beds (Figure 4.32). Small circular pools
were also a feature at Serre de la Madone and influenced his friends’ gardens,

notably Colonel Reginald [Reggie] Cooper (1885-1965).
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Figure 4.32: Bathing Pool Garden (1912)

As Johnston gained more expertise, its design was simplified and it
became a green room. The pool was enlarged and raised two feet above the
ground, its edges covered in ivy, and as Page noted ‘After so much colour this
circle of reflected sky framed in dark green is left without floral content’
(Figure 4.33).%® Finally, a yew archway to one of the garden’s entrances was

formed during 1929 (Figure 4.34).%°

58

Page, ‘Hidcote Microcosm’, p. 323.
59

Garden Club America Visit to Hidcote Manor, 13 June 1929
(https://www.chippingcampdenhistory.org.uk/wp-
content/uploads/2018/11/Signpost-9-final-6.pdf) [Accessed 20 September
2020].
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Figure 4.34: Entrance to the Bathing Pool Garden (June 1929)

Johnston also designed some new hedge-enclosed, intimate gardens,
that provided surprise when they were entered. A garden, designed for his
mother, now in her late seventies, was described as ‘grey and gold, with the

lily flowers of Yuccas rising from the lace of Lady’s Mantle, and primrose-
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coloured Oenotheras to give us a faint good evening.”®® It incorporated her

favourite blue and yellow flowers, so that she could recall the south of

France.®" In summer ‘leather cushions in blue and yellow covers were

scattered on the low brick steps and pots of standard lemon verbena were

placed on the brick pedestals’ (Figure 4.35).%> In the middle of the circular

paved area, Johnston placed the sundial from the Old Garden (Figure 4.30).

Figure 4.35: Mrs Winthrop’s Garden (1920)

The rectangular Pillar Garden, designed in 1922, was also entered with

an element of mystery. Framed by Campanula lactiflora, the entrance gives a

glimpse of the garden’s yew pillars (Figure 4.35). Its yew pillars planted on

low terraces were reminiscent of ‘a row of obelisks or a set of giant chessmen

3

(Figure 4.36).%° The garden was planted with peonies, many of which remain

today (Figure 4.37).

60

61
62
63

Lindsay, ‘Hidcote Manor’, p. 48. In 1921, Mrs Winthrop visited the USA for the
last time and spent winters in Menton.

Clarke, Hidcote: The Making of a Garden, p. 49.

Ibidem, pp. 49-50.

Lindsay, ‘Hidcote Manor’, p. 47.
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Figure 4.35: Glimpse of the Pillar Garden (1948)
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Figure 4.36: Pillar Garden (2018)
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Figure 4.37: Peonies in the Pillar Garden (1930)

As a contrast, more natural areas were introduced. As Johnston’s
interest in plants developed, he created areas, which provided the conditions
for them to thrive. The rock bank and the terrace for tender alpines would
have interested his local friends, Fenwick and Captain George Simpson
Hayward (1875-1936), who both had notable rock gardens: Fenwick at

Abbotswood and Hayward at Icomb Place, Stow-on-the-Wold (Figure 4.38).

Figure 4.38: Rock Bank (1930)
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In 1926, Johnston designed the Wilderness where ‘the stream that
bisects it — invisible from either end — runs on each side through a wild
garden where long drifts of shrubs and flowers, primulas, iris and aconites,
are, in their season, interwoven sheets of colour’ (Figure 4.39).%* One bank
was planted solely with blue Anchusa myosotis. Although this part of the
garden is in Robinson’s tradition, by now Johnston was following his own

instincts.

Figure 4.39: The Wilderness (1930)

Here, Johnston kept exotic birds including flamingos and pheasants
(Figure 4.40). His 1932 diary noted species he was considering for Hidcote
and Serre de la Madone, ‘Kagus, Cusassows, Scarlet Flamingos, Scarlet Ibis,
Javanese Peafowl, Military Macaws? and Argus pheasants’.®® Little is known

about this interest, but Trent Park had flamingos and scarlet ibis.®® He also

6 Page, ‘Hidcote Microcosm’, p. 322.

Johnston, ‘Diary’, 1932, adjacent to 1 January. The cucassow, a large pheasant,
and the military macaw, a type of parrot are South American. The kagu is a long-
legged, crested bird from Australasia.

®  Frances Pitt, ‘Water-Fowl at Trent Park’ - II, Country Life, 81 (15 May 1937), pp.

542.
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knew Guy Falkner, who lived at The Old Forge, Fossebridge, near

Cheltenham, where he kept exotic birds and painted them as caricatures.®

Figure 4.40: Flamingos at Hidcote (1930)

By the 1930s, Johnston was implementing his own ideas and was not

bound by accepted gardening conventions in planting as Page noted:

Four beds edged with low-growing variegated euonymus, are divided
by cobbled paths. These beds are planted in Spring with silver-mauve
violas, and now with Earlham hybrid montbretias. In the centre of
each is a standard silver-leaved centaurea. So unfashionable have
variegated plants become, that many people would have destroyed the
holly. Mr Johnston, seeing the possibilities, has devised around it an

original and charming garden in silver, green and pinky orange.®

67 Viscount Barrington’s archive provided this information. Falkner stayed at
Hidcote and Johnston gave him plants. Born in 1893, he became wealthy through
trade. After 1945, he built a house in Kenya. There are no records after 1960
when he and his friend, Major Edward Fitz-Gerald sailed to South Africa.

6  Page, ‘Hidcote Microcosm’, p. 321.
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As well as variegated euonymus, Johnston liked to plant mixed or
tartan hedging, blending yew and copper beech together, or planting the
scarlet Tropaeolum speciosum to run through them.

A few months before Hidcote was given to the National Trust, Lindsay
concluded, ‘many elements blend to make a unique and perfect whole.
Lawrence Johnston’s sure sense of scale, design, and texture combined with
an unusual colour sense, have worked together to produce a garden which, for
its size, is unrivalled in England.’®
The Plant Collector
As Johnston became more knowledgeable, his interest in acquiring rare and
unusual plants increased and this was recognised when he was invited to join
the Garden Society in 1922.7° In 1927, when he visited Frederick Stern’s
garden at Highdown in East Sussex, Lindsay commented ‘Most of the Garden
Club were there and the things were all numbered — one heard “is that
Forrests 6057, “No it’s Kingdon Wards 84”. A world right above my head.”

Until his mother died, Johnston only went on a short trip to the Italian
Alps with the artist-gardener, Edward Augustus Bowles (1865-1954), but he
probably contributed financially to other expeditions. As well as a terrace for

rare alpines, he built a large plant house for sub-tropical plants where:

Exotic climbers romp half in shade and half in the open sunlight; pots

and tubs are hidden by masses of sub-tropical plants; sanded paths,

6 Lindsay, ‘Hidcote Manor’, p. 48.

0 The Garden Society 1920-1996 (Cornwall: Blackfords, 1996). It was a
gentleman’s dining club established in 1920 for forty Fellows of the Royal
Horticultural Society, who visited each other’s gardens.

" W/H 35/12, Lindsay, Letter to Anne Burroughes, 1927. Lindsay did not share or
understand Johnston’s passion for collecting new and rare plants.
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pools for rare water-plants, raised stony beds for succulents, moraines
for difficult alpines and oleanders set about in painted tubs, all

combine to make a very gay museum (Figure 4.41).”2

Figure 4.41: Winter Plant House (1930)

After his mother died, Johnston travelled more widely. In 1927, he

organised a three-month trip to South Africa with the horticulturalist,

Collingwood Ingram (1880-1981) and his friend, Reginald Cory, with the

botanist, George Taylor (1904-1993) accompanying them as the plant

collector.”” He recorded their visits in his notebook, as did Ingram and

Taylor.”* Plant hunting was combined with garden visits, flower shows and

sightseeing, ‘Kirstenbosch Botanic Garden on 20 September and the Darling

Flower Show on the 24 September.” Johnston mentioned Bauhinia, a tree

72
73

74
75

Page, ‘Hidcote Microcosm’, p. 323.

Pearson, Lawrence Johnston, p. 157. Sir George Taylor, Diaries, 1926 and 1927
(https://digital.nls.uk/catalogues/guide-to-manuscript-
collections/inventories/acc9533.pdf). Taylor received £300 for his six-month
trip. He always referred to Johnston as ‘Major’ and Ingram and Cory as ‘Mr’.
Collingwood Ingram, A Garden of Memories (London: H E & G Witherby, 1970).
Ibidem, p. 38. They visited the Victoria Falls and Cecil Rhodes’ burial place at
World’s View, Matopos.
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with purple flowers flowering in January at Tugela in Natal, whereas at Serre

de la Madone, it flowers in May (Figure 4.42).7

Figure 4.42: Tugela, Natal (1927)

Johnston noted seeing Arctotis and Ixia, which Bowles later admired.”
He collected seeds of Plumbago capentae, a blue annual, which grew
underneath Amaryllis belladonna in Menton, in Mary Sauer’s garden at
Uityk, a wine estate in Stellenbosch.” There is nothing to suggest that like
other plant collectors, he drew the plants he saw and collected.

Towards the end of this trip, Johnston was planning an expedition to
Mount Kilamanharo in Kenya, where he went with guides in 1929. He

outlined his experiences:

76 Johnston, ‘Notebook’, p. 18.

7 Ibidem, p. 19. Arctotis stoechadifolia was white, Ixia flexuousa and Ixia
maculata and Ixia 1603, 26 seeds.

8 Ibidem, p. 22. Mary Sauer was the South African politician, Johannes Sauer’s
wife.
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At last, after what seemed an endless way, we reached the belt of forest
and delightful shade. A small stream ran down the side of the path,
and nothing could be more fairy-like and enchanting. The ground was
covered with delicate Ferns. In damp places there were clumps of
brilliant orange-scarlet Haemanthus and a bird of the same colour flew

among the foliage.”

He was impressed by two species of tall lobelia: Lobelia gibberoa was
15 feet high and Lobelia deckenii with ‘great spikes of flowers and leafy bracts,
high above the rough Elephant grass were a magnificent sight. Each
individual flower is purple, but so covered by its hooded green bract that little
of it is to be seen.”® Johnston was disappointed he was not able to collect
more, but the ‘very fine dwarf Hypericum’ he discovered is now famous as
Hypericum ‘Hidcote’.?' He also found corms and seeds of a red Gladiolus, red
Impatiens, Senecio, Tritoma and violets. He concluded that ‘the astounding
beauty of the scenery and the novelty of the vegetation and fauna was a
continual delight and a great pleasure to look back upon.’?

In 1931 when he was nearly sixty, Johnston’s final expedition was to
Yunnan with the botanist, George Forrest (1873-1932). This was an ill-fated
trip as Johnston had never experienced this type of climate and became so ill
that he had to return home. Later, Forrest died. There was also a
misunderstanding over their respective roles. It appears Johnston assumed

Forrest’s role would be like Thompson’s in South Africa and that he would do

% Johnson (sic), ‘Some Flowering Plants, p. 11.
8  Tbidem.

8 Ibidem, p. 15.

8  Ibidem, p. 16.
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the fieldwork, whereas Forrest expected him to take part in all the day-to-day
activities.®® Nevertheless, he collected valuable plants and seeds, notably
Jasminium polyanthum.

This experience does not seem to have deterred Johnston as he
considered going to Formosa, now Taiwan, in 1932, but ultimately only
subscribed financially.®* In 1933, he subscribed to a trip to the Appalachian
Mountains. When Nancy Lindsay made two trips to Persia in 1934 and 1935,
Johnston probably helped her financially. Lindsay commented on his
enthusiasm, ‘Of course, he was dying to see her and hear news of the Persian
flora.’s

Lindsay also mentioned Johnston was planning a trip in Tenerife in
February 1936 with his friends, George and Norah Warre,® but in January
1936, he had decided not to go.®” Locally, he walked in the Gorbio Valley with
Bowles and Lindsay and probably with the botanist, William [Basil] St Austin
Leng (1898-1978).88

From the mid-1920s, Johnston turned his attentions to his new garden,
Serre de la Madone and in the 1930s spent the summer, as well as the winter
months there. He preferred the climate in Menton, where he could grow sub-

tropical plants, but the 1929 Wall Street Crash and the subsequent economic

8  Pearson, Lawrence Johnston, p. 185. Forrest wrote vociferously about his
displeasure, but Johnston never alluded to it. However, Forrest had complained
about J B Stevenson’s behaviour on a previous expedition.

8  Ibidem, p. 189.

8 W/H 35/19, Letter to Whitbread, no date ?1934. She also mentioned she was
returning in 1935, this time her companion, Alice Fullerton published an account
of their travels, To Persia for Flowers (Oxford: Oxford University Press, 1938).

8 W/H 35/20, Letter to Whitbread, December 1935. George ‘Ginger’ Warre (1876-
1957), a port importer, and his wife, Norah (1880-1979) had a renowned garden,
Villa Roquebrune.

8  W/H 35/21, Letter to Whitbread, 21 January 1936.

8 Leng was also a friend of Cedric Morris and the plantsman, Edward Bunyard.
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depression in Britain had a serious effect on his finances. Although Johnston
remained wealthy and owned Hidcote and Serre de la Madone, under the
terms of his mother’s will, he only received the income from her estate of two
million dollars.®® In 1926, this was $72,000 per annum, but by 1932, when the
value of shares had fallen by eighty per cent, Johnston had to adjust his
lifestyle.®

By 1932, Hidcote had been let and as Lindsay described, ‘You know he
never will go anywhere at all, refuses Philip at Trent and indeed I quite
understand, for he has barely 2 months in England in his own absolutely
perfect place.”” Then in December 1935, he told Lindsay, ‘he was planning to
turn Hidcote into a company so that he can stay in England as long as he likes.
And it will save him £2,000 a year’.®> He was even more concerned about his
finances in 1936, ‘He’s rather depressed at being so overspent and means to
give up travelling to Morocco etc, and stop buying xpensive Chinese objects
and let Hidcote and trying to get right.’®® Although Johnston returned to
Hidcote when war broke out, he may have already decided to live in Menton.

By 1941, he was considering letting or selling Hidcote:

The poor dear has always kept his money in France so as to escape all
taxation here and now they are taxing it there too, so he’s in an awful

panic and doesn’t know what to do. I think he could easily save on his

8  Pearson, Lawrence Johnston, pp. 147-148. She arranged her estates in England
and the USA to minimise death duties.

% Today her estate would be valued at $28 million and Johnston’s income would be
about $1 million (http://www.saving.org/inflation/inflation.php?amount)
[Accessed 1 March 2020].

9 W/H 35/16. Letter to Whitbread, 8 July 1932. Hiatt Cowles Baker(1862-1934)
lived at Oaklands, Almondsbury, Gloucestershire.

%2 'W/H 35/20, Letter to Whitbread, December 1935.

%  W/H 35/21, Letter to Whitbread, 19 January 1936.
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garden which costs him £500 a year, as he will keep heated
greenhouses and the big plant house where he sits. But it’s his only

delight.*

In 1943, he decided to sell Hidcote, but later offered it to the National
Trust and it was transferred to them in 1948.

Whilst it appears Johnston’s first garden at Hidcote, the Old Garden
represented Edwardian garden style with its topiary peacocks and sundial,
that resembled Parsons’ hedge-enclosed gardens, it was subtly different.
Although Jekyll mooted the idea of gardens planted in a single colour, before
1914 he had planted it with white violas in spring and white phlox in summer.
Unlike her, his gardens were not reserved for one season of the year. His
‘rooms’ showed what can be achieved in a small symmetrically designed space
when infinite care is taken with its planting. There is no evidence that
Johnston’s ‘rooms’ were intended to create a series of individual or linked
pictures, but the opportunity to wander from one area to another resulted in
anticipation and surprise, something garden designers in the 1960s, notably
John Codrington, saw as important. From the enclosed Bathing Pool garden,
there is a choice of wandering into the Italian shelter, another enclosed garden
or walking into the Wilderness with its paths winding down to the stream.

The absence of hard landscaping suggests his sympathies lay more with
Robinson’s ideas, as there is little in Hidcote’s design to suggest he followed
the designs of Blomfield, Luytens or Mawson, who designed his friend, Cory’s
garden at Dyffryn. It appears that once Johnston formed an idea, he

implemented it irrespective of accepted style and taste. As has been shown,

% W/H 35/27, Letter to Whitbread, April 1941.
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the double red borders provided an alternative planting style to the
Edwardian hardy plant borders. Yet as his style was seemingly conservative,
these innovations were accepted without criticism.

Page suggested that Hidcote combined history with modern ideas.
Johnston achieved this by using his knowledge of perspective to create a series
of long, wide avenues, which Page suggested were reminiscent of Versailles in
miniature.®® Hidcote has no spectacular views and can appear to be an inward
looking garden, but Johnston’s avenues, like the view up the red border to the
stilt garden or the view from one of the pavilions suggest not only a distant

view, but that there is more to come (Figure 4.43)

Figure 4.43: View from the Pavilion (1930)

Perhaps Johnston’s legacy at Hidcote is that it fulfils Page’s criterion of
simplicity. Yet when he started to design the garden in 1907, he would never

have imagined the impact it would have. For him, it was solely a personal

%  Page, ‘Hidcote Microcosm’, p. 322.
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achievement. Yet in 1948, the Royal Horticultural Society awarded him the
Veitch Memorial Medal to recognise his ‘outstanding contribution to

horticulture and gardening’.%

% (https://www.rhs.org.uk/about-the-rhs/who-we-are/rhs-council /rhs-awards)

[Accessed 4 October 2020]. Nan Hope Hudson collected it as Johnston was not
well enough to attend.
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Chapter 5: Influencer or Influenced?

Lawrence Johnston and His Friends

Parceval Hall, Yorkshire (2017)
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‘He is such a cosy, companionable creature and has my three

passions in Xcelsis - gardening, travelling and reading aloud.’
Norah Lindsay"

The accepted view of Lawrence Johnston is that he was reticent and
unsociable, but Norah Lindsay’s assessment provides a rather different view.
Those who knew him when he had dementia in old age would have formed
this conclusion. Probably, he was never gregarious and preferred to meet
people on a one-to-one basis, but his diaries record he entertained frequently
and visited a large number of friends.? Figure 5.1 shows Johnston dressed
casually, relaxed and smiling, which is how the French garden writer, Comte
Ernest De Ganay, described him, ‘Il vient a vous du fond de ses terrasses en

costume de velours, la terre aux mains, tel un jardinier.”

Figure 5.1: Lawrence Johnston (1938)

' Southill Park, W/H 35/11, Letter to Whitbread, June 1926.

2 Jessica Douglas-Home, The Lives and Loves of Violet Gordon Woodhouse
(London: Harvill Press, 1996), p. 101.

3 Comte Ernest de Ganay, ‘Coup d’Oeil sur les Jardins de la Méditerranée’, Gazette
Illustrée des Amateurs de Jardins (1936-37), p. 6. ‘He came to greet me, straight
from his terraces, in his corduroys, with dirt on his hands, like a gardener.’
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As has been discussed in Chapter 4, Johnston’s diaries and the garden
designer, Norah Lindsay’s letters provide a valuable insight into his life and
character. Both show that his friends came from a wide social spectrum and
included keen gardeners with whom he discussed, advised and exchanged
ideas and plants. Lindsay was perhaps his closest friend.

Norah Lindsay (1873-1948)

Figure 5.2: George Frederic Watts (1817-1904), Norah Lindsay(1890)

Although Johnston and Lindsay may have met before the war, she did not
mention him in her letters until 1925. In addition to her letters, the American
garden historian, Alysson Hayward, wrote an account of her life in 2007,
which outlines her career in garden design.® Theirs was a platonic, but close
friendship. When she met Johnston, Lindsay had been estranged from her

husband for several years and in 1924 had started to design gardens to earn a

4 Southill Park, W/H 35, Norah Lindsay’s Letters to Madeline Whitbread and the
National Trust, Lawrence Johnston’s Diaries, 1929 and 1932.

5 Allyson Hayward, Norah Lindsay: The Life and Art of a Garden Designer
(London: Frances Lincoln, 2007).
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living. As Johnston’s parents divorced when he was a child, he may have been
sympathetic to her difficulties. She visited Hidcote and Serre de la Madone,
more or less as she pleased. Possibly, she acted as his ‘hostess’ and when she
accompanied him on garden visits, he always paid.

Lindsay lived at Sutton Courtenay in Oxfordshire where she made a
notable garden that she described in Country Life (Figure 5.3).° Johnston
often visited her, ‘Johnny suddenly arrived yesterday for one night which was
very pleasant, and we went for a long walk and then sat by the fire reading

out’.”

(TR
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Figure 5.3: Sutton Courtenay (1904)

Her view of Hidcote was ‘here all is beauty, peace and spoiling’, Dinner
in one of the glasshouses was ‘full of lilies and scents and everything quiet and

restful and no bother at all.”* When he spent less time in England in the

Norah Lindsay, ‘The Manor House at Sutton Courtenay’, Country Life, 69 (16
May 1931), pp. 610-14.

7 W/H 35/11, Letter to Whitbread, June 1926.

8  Ibidem.
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1930s, she wrote, ‘I miss losing Hidcote and Johnny more than anything’.® It
has been suggested that she influenced his garden design:
Much of the final glory of Hidcote’s garden took shape in the late ‘30s
and during the war when Norah and the Major were happily gardening
together. A ‘wizard’ he may have been, but it probably needed Norah’s
flamboyant taste to egg him on to the richness of contrasts that made

the garden so wonderful."

Yet Hidcote’s layout was already in place when they became friends and
from the mid-1920s, when Serre de la Madone became his principal interest,
her comments show he designed it, ‘Of course in six or seven years he’ll have
the most marvellous collection of rare things, but such a jungle — already lots
of shrubs are dying from being so close. However he loves them passionately

and hates the faintest criticism.’""

Their approach was different as Lindsay designed gardens for paying
clients, whereas Johnston designed his gardens solely for his own pleasure
and satisfaction.”? Her forte was arranging gardens to look their best at
particular times of year, like the double herbaceous borders at Port Lympne

for Sir Phillip Sassoon, which were a mass of colour in August (Figure 5.4).

W/H 35/20, Letter to Whitbread, December 1935.

Jane Brown, Eminent Gardeners: Some People of Influence and Their Gardens
1880-1980 (London: Viking Press, 1990), p. 73.

" W/H 35/20, Letter to Whitbread, 11 Sept 1935 (2).

2. Her list of clients was impressive as it included the Prince of Wales at Fort
Belvedere, Nancy Astor at Cliveden and Phillip Kerr, 11t Marquess of Lothian at
Blicking.
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Figure 5.4: Norah Lindsay Designed Herbaceous Borders, Port Lympne (1936)

Lindsay’s favourite flowers were roses.’> She may have helped him
acquire his collection, which she described as the finest in England.™
Possibly, she encouraged his planting, but during their friendship, Johnston
visited gardens in Britain, France and Italy, as well as the wildflower meadows
in South Africa and Kenya.

Locally, as well as Mark Fenwick at Abbotswood, he knew Heather
Muir, who acknowledged that at Kiftsgate, she was ‘helped and inspired by her
lifelong friend’."* Captain George Simpson-Hayward at Icomb Manor and
George Lees-Milne (1880-1949), who made a garden at Wickhamford Manor
in Gloucestershire were also friends.’® However, one close friend, William

Shute Barrington was also an artist-gardener.

13 Allyson Hayward, ‘The Roses of Norah and Nancy Lindsay’, Rosa Mundi
Heritage (Spring/Summer 2010), p. 19.

% Norah Lindsay, ‘Hidcote Manor: The First Garden to be Taken Over by the
National Trust’, House & Garden, 3 (April 1948), p. 46.

5 http://www.kiftsgatecourt.co.uk/history/heathermuir [Accessed 11 December
2018]. She continued to visit him Menton until his death.

16 James Lees-Milne’s father.
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Viscount William [Bill] Reginald Shute Barrington (1873-1960)

Figure 5.5: William Shute Barrington

For many years, Barrington lived near Hidcote as part of a ménage a trois
with the harpsichordist, Violet Gordon-Woodhouse (1872-1948) and her
husband, Gordon (1970-1951) (Figure 5.5)."” Unlike many of his generation,
Johnston accepted his unconventional lifestyle, as he did those of other
friends. Barrington was also an artist, ‘as a watercolourist and architectural
historian, Bill was fascinated by the interplay of water, trees, plants and open
spaces and of light and shade, of different heights and colours.*®

Until recently, information about Barrington was restricted to Douglas-
Home’s biography of Gordon-Woodhouse and articles in Country Life about
gardens he was associated with. However, during this study, some letters,

drawings and garden notes were discovered. These show that Johnston gave

7 Jessica Douglas-Home, The Lives and Loves of Violet Gordon Woodhouse
(London: Harvill Press, 1996), described their relationship. For a time, it was a
ménage a cinqg when Denis Tollemache (1884-1942) and Maxwell Labouchére
(1873-1918) were part of the household.

8 Ibidem, p. 66.
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Barrington plants and provide details about the nurseries he favoured.” Most
of the information relates to Nether Lypiatt Manor in Gloucestershire, with
some details about his final home, Hurstlands Farm at Hartfield in East
Sussex, where he moved after Gordon-Woodhouse’s husband died.?

Like Johnston, painting was Barrington’s hobby and it is not known
whether he received any formal teaching. However, the archive includes a few
watercolours and sketches. Figure 5.6 shows a tree-lined path leading to an
unknown house, whilst Figure 5.7 depicts a pen and ink drawing of a secluded

cove.

Figure 5.6: William Barrington, Unknown Houser

9 Personal communication, Robin Alderson, 25 January 2019, who sent relevant
information from his records.

20 Two letters from his friend, Vita Sackville-West, written shortly before his death
in 1960.
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Figure 5.7: William Barrington, Secluded Cove

The Gardener

Barrington’s interest in gardening began when he moved to Southover
Grange, near Lewes in East Sussex in 1901. Gordon-Woodhouse suggested he
looked after the garden instead of her husband as ‘He had always shown a
great interest in plants and herbaceous border at Wootton and he was soon
reading gardening books and subscribed to The Garden’?' Figure 5.8 shows
the seventeenth-century house and garden with standard rose trees and
borders, when it was advertised for sale in 1919.

In 1908, they moved to Armscote House, near Stratford-upon-Avon,
where Barrington intended to farm.?? By then, he knew Johnston and, ‘Bill’s
experience at Southover and his well-developed ideas on colour tone, balance
and design led to exchanges with Johnston which were to play a major part in

the creation of the magnificent gardens at Armscote, Hidcote and Nether

21 Douglas-Home, Violet, p. 66. When he retired from the Hampshire Militia, he
needed something to occupy him. Wooton was her childhood home.
22 Tbidem, p. 97. The farm was not successful.
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Lypiatt.”® Barrington’s philosophy was that ‘a garden should give the illusion
of having been there forever, its relationship to the surrounding fields, hills
and buildings should have a naturalness borne of scrupulous attention to

detail’.?*

Figure 5.8: Southover Grange (1919)

When they moved to Armscote, the garden was a wilderness that was
transformed into ‘order and charm, formality without austerity; the borders
being planted with rare skill’.>> Whereas Figure 5.9 shows formal borders near
the house, whilst the pool in Figure 5.10 is irregular and surrounded by plants

if different forms and shapes.

2 Douglas-Home, Violet, p. 101.

24 Ibidem.

% R R P, ‘A Lesser Country House of the XVIIth Century: Armscote Manor,
Ettington, Stratford-upon-Avon and its Additions by Mr E Guy Dawber’, Country

Life, 53 (13 January 1923), p. 64.
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5.10: Natural Pool and Informal Planting (1923)

In 1923, they moved to their final home, Nether Lypiatt Manor in
Gloucestershire, which was built by Charles Core in 1701 (Figure 5.11). The
garden had been neglected during the war and Barrington redesigned it.

There was a two-acre walled garden to the west of the house, which was
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divided into four compartments, each with a medlar or mulberry tree at its

centre (Figure 5.11).%

[

§ B R S, T b
Figure 5.11: Part of the Walled Garden (1934)
Christopher Hussey’s description in 1934 included the garden between
the two wings of the house.? In his view, a ‘garden court’, hardy plant borders
on either side of the wide grass path had ‘aesthetic value’ as it provided ‘an
element of mystery, of concealment’ (Figure 5.12). Figure 5.13 provides a

wider view.2

% Douglas-Home, Violet, p. 197.

27 Christopher Hussey, ‘Nether Lypiatt — I: The Residence of Mr & Mrs Gordon
Woodhouse’, Country Life, 75 (19 May 1934), pp. 516-517.

2 Ibidem, p. 517.
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Figure 5.13: View of the Enclosed Garden (1934)

The garden had a series of yew hedges and Johnston provided the
seedlings, which were laid out in 33-foot long parallel lines.? Hussey also

referred to ‘a long garden of yew walls and compartments’, a lime avenue and

2 Douglas-Home, Violet, p. 197. Barrington’s notebook records that he received 19
seeds, plants and cuttings from Johnston from 1929-1936, although not all
acquisitions are dated.
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orchard accessed through a yew tunnel.®® Barrington’s notebook shows that in
1936, he was buying ferns for the pool from Perry’s Hardy Plant Nursery and
trees for the arboretum from Hilliers in 1937, which included Pyrus
floribunda and maples. Like Johnston, Barrington planted tapestry or ‘tartan’
hedges.*

Johnston visited Nether Lypiatt, sometimes accompanied by Lindsay.
He was not demonstrative enough for Gordon-Woodhouse’s taste, but she
accepted that Barrington enjoyed his company and gardening knowledge.?
She also visited Hidcote with Barrington.*

After Gordon-Woodhouse’s death, Barrington remained with her
husband, but after he died, he moved to Hurstlands at Hartfield in East
Sussex where he made a small garden.** The area marked (4) in Figure 5.14
shows that Barrington, like Johnston, was interested in the effects that could
be achieved using a restricted palette of colours. The border was to be planted
with yellow, pale blue, grey and white plants including blue delphiniums,
yellow flowering alyssum, Rosa hugonis, Coreopsis willmottiae, Cytisus
scoparius ‘Moonlight’ and Cytisus ‘Newry Seedling’, Hemerocallis ‘Winsome’,
Knifophia ‘Early Buttercup’, the golden barberry, Berberis stenophylla, and
white flowered peonies, Cornus capitata, Hoheria and Philadelphus ‘Mont

Blanc.

%0 Hussey, Nether Lyppiatt, p. 517.

3" Douglas-Home, Violet, p. 197.

%2 Ibidem, p. 101.

3 Johnston, ‘Diary’, 26 July 1932. Barrington came to lunch, 9 November 1932 and
stayed, 10 July 1929. Jessica Douglas-Home, William Simmonds: The Silent
Heart of the Arts and Crafts Movement (London: Unicorn, 2018), p. 109.
Barrington took the engraver and puppeteer, William Simmonds’ wife, Eve, to
visit in spring 1928.

3 Personal communication, Robin Alderson, 1 May 2019.
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Figure 5.14: Proposed Border, Hurstlands (1952)

Colonel Reginald [Reggie] Cooper (1885-1965)

Lindsay probably introduced Johnston to Cooper. They shared mutual
interests in gardening and antiques.®® Apart from Cooper’s design for a neo-
classical Orangery at Trent Park in 1931 and his restoration of his four homes,

little is known about his life.*® In 1923, Cooper bought Cold Ashton Manor, a

% Cooper visited Serre de la Madone and Johnston’s 1932 ‘Diary’ shows he visited
Hidcote on 15 September 1932.

% Helen Langley, ‘The Quest for Reggie Cooper’ (26 March 2016)
https://www.helenlangley.co.uk/2015/03/quest-reggie-cooper) [Accessed 7 June
2018]. His father was a tea merchant and this was probably the source of his
wealth. He was a close friend of the diplomat and writer, Sir Harold Nicolson and
may have discussed the garden design for Sissinghurst Castle with him.
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Jacobean house near Chippenham in Wiltshire and Figure 5.15 shows a

number of pillared yews, planted in front of the house.

Figure 5.15: Cold Ashton Manor (1925)

Cooper moved to Cothay Manor in Somerset, which dates back to
medieval times in 1925 and Johnston visited.’” The garden reflects some of
his ideas. Figure 5.16 depicts a rectangular bathing pool in a hedge-enclosed
flowerless garden, whereas Figure 5.17 shows a sunken garden with a circular

raised pool.

37 Johnston, ‘Diary’, 9-10 January 1930.
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Figure 5.17: Circular Pool in a Sunken Garden, Cothay Manor (2017)

In 1937, Cooper moved again, this time to Julians in Hertfordshire and

the circular pool is reminiscent of Johnston’s designs (Figure 5.18).
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Figure 5.18: Circular Pool, Julians (1947)

His final home, Knightstone Manor in Devon, where he lived until his
death also had circular pool and pillared trees that are reminiscent of Cothay,

Julians and Hidcote (Figure 5.19).

Figure 5.19: Knightstone Manor with Circular Pool and Pillared Trees (1950)

Two friends with whom Johnston shared his gardening ideas lived in

Yorkshire. Robert [Bobbie] James (1873-1960), another artist, lived at St
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Nicholas near Richmond, where between 1905 and 1925, he designed a long,
double herbaceous border and a red and silver garden, which incorporated
Johnston’s scheme for his red borders (Figure 5.20). Silver plants included
Artemisia, Stachys lanata, Centaurea and the reds, Phlox drumondii, Lobelia

cardinalis, Verbena and dahlias.®®

Figure 5.20: Double Herbaceous, Borders, St Nicholas (1936)

In 1921, Major Edward Compton (1891-1977) started to redesign the
garden at Newby Hall, near York, which has a renowned double herbaceous
border with pavilions at the bottom (Figure 5.21). Newby Hall also has a
number of hedge-enclosed small gardens and Figure 5.22 shows one with a
circular pool. Possibly, Johnston visited the architect, Sir William Milner’s
(1893-1960) garden at Parceval Hall in Wharfedale, which he designed from
1927. It had circular pool, shown on this chapter’s frontispiece, and he and

Johnston had mutual interests in collecting rare plants.*

% G C Taylor, ‘St Nicholas, Richmond, The Residence of the Hon Robert James’,
Country Life, 80 (12 December 1936), p. 632.

% Milner was a trustee of the Shrine at Walsingham, which may have interested
Johnston.
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Figure 5.21: Double Herbaceous Borders, Newby Hall (2017)
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Figure 5.22: Enclosed Garden with Circular Pool, Newby Hall (2017)

Edith Wharton (1862-1937)
Johnston’s friendship with the American novelist and writer, Edith Wharton

(1862-1937) was described in An Author and a Gardener (Figure 5.23).*° She

40 Allan R Ruff, An Author and a Gardener (Oxford: Windgatherer Press, 2014).
(http://webappzi.dlib.indiana.edu/findingaids/view?doc.view=entire_text&docld
=InU-Li-VAC3308) Her letters were edited by Lewis & Lewis, The Letters of
Edith Wharton. Lewis also wrote, Edith Wharton (London: Harper & Row,
1975).
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often referred to him in her letters and diaries after they met at a lunch in

1923.4

Figure 5.23: Edith Wharton (1934)

In October 1924, she told her friend, the American art collector,
Bernard Berenson (1865-1959), she had made, ‘a new and very nice gardening
friend [.....] Johnnie as his friends call him’.#2 Wharton visited Hidcote for the
first time with two friends, the American historian, Gaillard Lapsley (1871-
1949) and Robert Douglas Norton (1868-1939), a former diplomat, who

became sufficiently wealthy to retire and paint, in autumn 1924.** In 1933,

4 R'W B Lewis & Nancy Lewis (Edited), The Letters of Edith Wharton (London:
Simon & Schuster, 1988). Lewis also wrote, Edith Wharton (London: Harper &
Row, 1975). Archival records relating to Wharton’s life can be found at Beinecke
Library, Yale (https://beinecke.library.yale.edu/collections/highlights/edith-
wharton-collection) eleven folders comprising letters and photographs and the
Lilly Library. Wharton’s ‘Diary’, 12 March 1923, quoted by Ruff, An Author and a
Gardener, p. 172.

42 Hermione Lee, Edith Wharton (London: Chatto & Windus, 2007), p. 539.

4 Lee, Edith Wharton, p. 641. Norton, known as ‘Beau Norts’, became one of
Johnston’s friends. He joined the Foreign Office in 1890 and became Lord
Salisbury’s private secretary in 1900. He wrote Painting in East and West
(London: Edward Arnold, 1913) and exhibited his watercolours. He was
Wharton’s neighbour in Hyeres, living at Les Vigneaux, Giens.
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after a visit to Hidcote, she wrote to Berenson, ‘I was very glad of a long rest at
Lawrence Johnston’s, in the green peace of a garden incredibly different from
the one at Menton, but equally perfect.*

Johnston’s helped Wharton with her two gardens in France. In 1918,
she bought the late eighteenth-century house, Pavillon Colombe at Saint-Brice
near Paris where she spent the summer months. Russell Page worked there
between 1948 and 1959 and noted:

With Major Johnston’s help, she made a garden setting exactly in the

spirit of the house. A formal box garden, called the blue garden still

exists. Now its outer beds are filled with delphiniums, galtonias,
anchusa and Salvia patens and the formal parterre in the middle
with Nepeta fassenii and ageratum. Height is given by the blue
hibiscus ‘coeleste’, which have been kept clipped to about six feet

high like pyramidal pear trees (Figure 5.24).%

Figure 5.24: Blue Garden, Pavillon Colombe (1925)

4 Lee, Edith Wharton, p. 562, Letter to Berenson, 10 July 1933.
4 Russell Page, Education of a Gardener (London: William Collins & Co, 1962), p.
19. Lee, Edith Wharton, p. 530 thought Page overstated Johnston’s influence.
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Wharton, like Johnston, decided to spend winters in the south of
France. In 1915, she leased Chateau Sainte-Claire in Hyeres and bought it in
1927. Figure 5.25 shows the formal terrace garden in front of the house and

Figure 5.26 shows a border of orange freesias on one of the terraces.

Figure 5.26: Border of Orange Freesias (1928)
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In 1924, Wharton recorded her appreciation, ‘The angelic Johnston
came to spend 2 days with me and helped me incalculably in all my planting
plans’.“¢ She also used to visit Serre de la Madone.*

Anna [Nan] Hope Hudson (1869-1957)

Figure 5.24: Walter Sickert, Anna Hope Hudson (1910)

Only one of Johnston’s relatives was a friend, his cousin, the artist and
gardener Nan Hope Hudson (1869-1957) (Figure 5.24).“® Chapter 4 discussed
the murals at Chateau d’Auppegard, which she and Ethel Sands bought after
the war. Hudson’s painting shows the loggia in the background and a box-
edged flower bed, planted with white flowers (Figure 5.25). It is probable that

Johnston took them plants when he visited.

46 Lewis & Lewis, The Letters of Edith Wharton, Letter to ‘Minnie J’, 12 Oct 1924.
Her papers list plants sent from Hidcote to both gardens.

Lee, Edith Wharton, pp. 554-555, Letter, August 1929 to Elsina Royall Tyler
(1878-1959) recorded her visit on 14 June 1929.

He referred to her as his cousin in his will and left her £1,000.

47

48
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Figure 5.25: Anna Hope Hudson, Chateau d’Auppegard
Although Sands gardened, Hudson was ‘a passionate gardener, who
would only abandon Auppegard when nothing required planting,
transplanting, pruning, or similar nurture.*® Vanessa Bell described the

garden whilst she and Duncan Grant painted the murals there:

Please send us a glimpse of ordinary rough and rumble, dirty everyday
existence. I am beginning to be in danger of collapse from rarefaction
here. [.....]. The extraordinary thing is that it’s not only the house but
also the garden that’s in such spotless order. It’s almost impossible to
find a place in which one can throw a cigarette end without it becoming

a glaring eyesore.*

49 Wendy Baron, Miss Ethel Sands and Her Circle (London: Peter Owen, 1977), p.
165. Sands used to go out at night to hunt snails.

%0 Regina Walter (Edited), Selected Letters of Vanessa Bell (London: Bloomsbury
Publishing, 1993, Letter to Fry, 21 July 1927.
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Johnston was also friends with Sands’ brother, Alan, and his wife,
Evelyn, who made an Italianate garden at La Bastide de ’Abadie in Cannes
and stayed at Hidcote.*'

The garden designs of two of Johnston’s friends are discussed in
subsequent chapters, Edward Augustus Bowles in Chapter 6 and Aubrey
Waterfield (1974-1944) in Chapter 7.

Edward Augustus Bowles (1865-1954)

Johnston and Bowles’ friendship was based on plants and both were members
of the Garden Society. They may have met in June 1911 when Johnston
exhibited, Primula pulverulenta, which received an-Award of Merit at a Royal

Horticultural Society show:

Mr L Johnston (Campden, Glos) won an award with the Hidcote Strain
of Primula pulverulenta. The Hidcote Strain adds the soft pinks from
Primula japonica, at the same time retaining the mealy stem of

Primula pulverentula.®

Bowles would have noted this, as his experience of growing the species
had been disappointing.*

At first sight, this appears an unlikely friendship. Johnston’s affluent
lifestyle was somewhat different to Bowles, the serious botanist and
philanthropist, who lived a spartan life at Myddelton House, near Enfield.*

Yet his interest and knowledge of plants must have earned Bowles’ respect. In

51 Johnston, ‘Diary’, 19 June 1932, Johnston lunched with Alan Sands, After her
husband’s death in 1936, Evelyn visited Hidcote.

52 Anonymous, ‘Horticultural Society’s Exhibits’, The Times, 39605 (77 June 1911), p.
13.

%3 E A Bowles, My Garden in Spring (London: A & C Jack, 1914), pp. 146-147.

5 Bowles never had electricity, gas only for cooking and no telephone.
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June 1922, they went plant hunting in the Alps and later Bowles visited
Johnston in Menton.% Johnston also visited Myddelton House, ‘I can’t tell
you how much I enjoyed myself with you and how grateful I am for the plants.
My enjoyment is a little tempered by the thought that I must have bored you
awfully.® Bowles was invited to Hidcote, ‘Do take us in on your way

anywhere.’” They exchanged plants and seeds:

I am sending you Styrax Hemsleyanus, I am very much afraid they are
very small seedlings. The seed of Adenocarpus decorticans is not ripe
and I will send it later with the clematis cuttings. I found both not

ready. Iwish I could find more cuttings.®

Thus during his life, Johnston was known for his generous
entertaining, gifts of plants and kindness. Perhaps one surprise is that the
renowned cookery writer, Elizabeth David (1913-1992) recalled that in
Christmas 1933, when she was staying with her aunt, Violet Gordon-
Woodhouse at Nether Lypiatt, Johnston was also there. The ‘perfect angel’

drove her part of the way home and also showed her Hidcote’s garden.*

%GB 803 EAB 3/1/2, ‘Bowles Travel Diary’, March 1928.

% EAB/Appendix 1/1, Johnston, Letter to Bowles, 31 July (no year), p. 2.

57 Ibidem, p. 3. Bowles visited in 1925.

%8 Ibidem, Johnston, Letter to Bowles, 31 July (no year), pp. 1-2. Styrax
hemsleyanus is a tree with a fragrant white flower in Spring and Adenocarpus
decorticans is known as the Silver Broom. He also sent Bowles cuttings of
Buddleia colvillei.

% Lisa Cheney, Elizabeth David: A Biography (London: Macmillan, 1998. Edition
Pan Books, 1998), p. 61.
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Chapter 6: Gardeners of a Different Kind
Edward Augustus Bowles (1865-1954), Reginald

John Farrer (1880-1920) and Frank Galsworthy

(1863-1959)

Frank Galsworthy, Primula Blue Peter (1948)
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‘The essence of the real garden is the insignificance of the garden
itself; the soul of the real garden lies in the perfect prosperity of the
plants of which it is the home, instead of being merely, by the
modern reversal of right laws, the expensive and colour-relief of

financially compounded cliffs of stucco and Portland cement.’
Reginald Farrer’

Reginald Farrer caused considerable controversy when he made this
observation in the preface of My Garden in Spring in 1914. From 1889, Sir
Frank Crisp (1843-1919) made a garden in ‘fantastical style’ at Friar Park,
Henley-on-Thames,? which included a massive rock garden, comprising 7,000

tons of stone and featured a replica of the Matterhorn (Figure 6.1).3

Figure 6.1: The Matterhorn, Friar Park (1905)

' Preface to Edward Augustus Bowles, My Garden in Spring (Edinburgh: TC & E C
Jack, 1914), p. xiii.
https://www.victoriacountyhistory.ac.uk/explore/items/sir-frank-crisp-1843-
1919.

3 Brent Elliott, ‘The British Rock Garden in the Twentieth Century’, Royal
Horticultural Society’s Lindley Library Occasional Paper, 6 (2011), p. 12. In the
early nineteenth, Hoole House, Cheshire included a scale model of the Alps at
Chamonix. In the 1880s, the idea began to spread with rockworks based on the
Khyber Pass, the Matterhorn, and Mount Fuji.
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It attracted criticism from the outset, with the garden writer, Charles
Thonger (1882-1954), suggesting ‘it might as well serve as a sixpenny
attraction at Earl’s Court.” Its fame was recognised in 1910, when it was

painted by Thomas Henry Hunn (Figure 6.2).

Figure 6.2: Thomas Henry Hunn, Rock Garden, Friar Park (1910)

Although Farrer did not name the garden, Crisp, encouraged by Ellen
Willmott, who also had a large rock garden at Warley Place, criticised Bowles,
but not Farrer, publicly (Figure 6.3).5 This argument underlined Farrer’s
different approach to the design and planting rock gardens, which is outlined

in this chapter.

4 Charles Thonger The Book of Rock and Water Gardens (London: John Lane,

1907), p. 12.
5 Willmott handed out her eight-page quarto pamphlet at the Chelsea Flower Show.
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6.3: Ellen Willmott’s Rock Garden, Warley Place (1909)

Farrer and Bowles differed from the artist-gardeners discussed in
previous chapters, as their paintings recorded the plants they collected and
their gardens provided the place for their plants to grow. Frank Galsworthy
exhibited botanical paintings at the Royal Horticultural Society’s shows until
he was almost ninety-two, but was also known for his flower paintings, which
were shown in Britain and the USA. Bowles and Galsworthy lived throughout
most of this study, but started their gardens before 1914.

Edward Augustus Bowles (1865-1954)

The horticulturist, Clarence Elliott (1881-1969) noted in the preface to The
Garden in Summer, ‘Very little is said about design, and a great deal about
individual varieties and cultivars.”® This is probably the way Bowles wished to
be remembered (Figure 6.4). When he was unable to fulfil his ambition to

become a clergyman, it was important that he was seen to be engaged in

6 E A Bowles, My Garden in Summer (Edinburgh: E C Jack, 1914), p. viii.
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serious pursuits. He would have disliked descriptions by the garden historian,
Miles Hadfield (1903-1982) and the botanist, William Stearn (1911-2001).
‘Once again we have the traditional English gentleman of culture and

intelligence [.....],” and ‘a country gentleman following no gainful occupation.”

Figure 6.4: John Gray, Edward Augustus Bowles (1945)

The Lindley Library has a comprehensive Bowles’ archive including
correspondence, watercolours, botanical drawings and information about his
garden at Myddelton House near Enfield (Figure 6.5).% In addition to three
books about his garden, Bowles wrote about specific species, crocus and

colchicum and narcissus.® He contributed to The Garden, The Gardener,

7 Miles Hadfield, A History of British Gardening (London: John Murray, 1979),
p. 382 and William T Stearn, ‘E A Bowles [Gussie] (1865-1954):
Horticulturalist and Watercolour Painter’
[https://doi.org/10.1093/ref:odnb/57209]. As Myddelton House is only ten
miles from London and Bowles went the Royal Horticultural Society most
weeks, he may not have considered it countryside.
8 Lindley Library, GB 803 EAB/1, Myddelton House c 1867 — ¢ 1950s; EAB/4/1
Watercolours and Pencil Drawings; EAB/AA, Letters and Correspondence.
Bowles, My Garden in Spring; Bowles, My Garden in Summer; E A Bowles, My
Garden in Autumn and Winter (T C & E C Jack, 1915); A Handbook of Crocus
and Colchicum for Gardeners (Martin Hopkinson & Co, 1924); and A Handbook
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Gardeners’ Chronicle, The Gardener’s Magazine and the Journal of the Royal

Horticultural Society for over fifty years.

Figure 6.5: Myddelton House (1908)

Bowles started an autobiography, but never got beyond his childhood.™
Two biographies have been published: the most comprehensive by the garden
historian, Mea Allan."" In the foreword to Bryan Hewitt’s biography of his
great-uncle, Brigadier Andrew Parker Bowles (1939-2010) thought Allan’s
work would have been ‘deeper’ if the Bowles family had been more co-
operative. Although a more detailed family history is included, it added little

new information.”? Both emphasised Bowles’ role as a plant collector and

of Narcissus (Martin Hopkinson, 1934). Books on anemones and snowdrops
were never completed.
10 Natural History Museum, MSBOW, ‘Bowles Opuscula: Set of Periodical Articles
and Notes, reprinted from the Journal of the Royal Horticultural Society’ (1916-
1951).
Mea Allan, E A Bowles and his Garden at Myddelton House 1865-1954 (London:
Faber & Faber, 1973).
2 Bryan Hewitt, The Crocus King, E A Bowles of Myddelton House (London:
Rockingham Press, 1997), p. 11.

1"
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botanical artist, as well as his philanthropic work, but gave less attention to
his garden’s design.
Early Life
Bowles, as a younger son, was expected to earn his own living and-in October
1884, he went to Jesus College, Cambridge to study divinity. An eye infection
when he was eight years-old had left him virtually blind in his right eye and
unlike his brothers, Henry (1858-1943) and John (1860-1887), who went to
Harrow, Bowles was educated at home with his sister, Medora (1868-1887).
In 1887, he started to prepare for ordination in the Church of England,
but when John and Medora died from tuberculosis within months, his parents
asked him to remain at home. Like his father, he attended Jesus Church,
Forty Hill, where he encouraged local boys to achieve their potential, firstly by
starting a night school in 1888." Bowles never married and as Hadfield
commented ‘he devoted himself to social work, painting, and natural history,
particularly entomology’.™
The Artist
Bowles started drawing as a child. In 1889 he accompanied his brother,
Henry and Florence Broughton (1867-1935) on their honeymoon to the south
of France and on a visit to Thomas Hanbury’s garden, La Mortola in
Ventimiglia,'s he saw Iris stylosa and Rosa banksia flowering for the first time

and decided to paint them:

3 In 1894, he became a lay reader and was a warden from 1913 until his death.

4 Hadfield, History of British Gardening, p. 383.

5 The Bowles family were friends of the Capel Hanburys, who lived nearby at
Manor House, Waltham Cross.
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This was to be his practice to the end of his days, and by then the walls
of Myddelton House were covered with beautiful studies of anemones,
crocuses, snowdrops and daffodils, reproducing in paint and pencil almost

every species that grew in his garden.'®

Bowles was self-taught and never exhibited his work in galleries.
However, he was awarded the Royal Horticultural Society’s Grenfell Medal for
his botanical paintings: silver medals in 1929, 1931 and 1932 and a gold in

1928 (Figure 6.6).

Figure 6.6: E A Bowles, Crocus aureus (March 1895)

The Lindley Library’s archive also contains paintings of Myddelton
House and the places he visited, as well as his flower paintings. Figure 6.7
shows a group of different coloured tulip and auriculas and Figure 6.8 depicts

cedars near the front of Myddelton House.

6 Allan, Bowles & His Garden, p. 41.
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Figure 6.7: E A Bowles, A Collection of Flowers (1933) and Figure 6.8: E A
Bowles, Cedars, Myddelton House Garden

The Gardener

Plants and entomology were Bowles’ childhood hobbies.'” As a boy, he had his
own piece of garden, ‘For outdoor exercise, [.....] I spent all the time I could
working in a sunny garden plot filled with bulbous plants.”® He learned about
wildflowers from his maternal great aunt, Cornelia Solly (1795-1885), who
lived in Devon, ‘My interest in Geraniums dates from the day when as a small
boy in a sailor suit I gathered a bunch of the Pencilled Crane’s-bill,
Gleranium] striatum.’*® Above all, he remembered her gift of Geranium
striatum and two seedlings of Geranium pratense, which he continued to
grow at Myddelton, ‘The cloud of blue blossoms is delightful in July, and I

always enjoy the long line of blue snow that lies on the path under them.’?

Hewitt, The Crocus King, pp. 20-21. At Cambridge, he joined the Entomological
Society and went insect hunting in Wicken Fen.

MSBOW (Date unknown, but probably late 1940s-1950s).

Bowles, My Garden in Summer, p. 92.

20 Tbidem, p. 93.
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Myddelton House

Bowles’ father, Henry Carrington Treacher (1830-1918) inherited Myddelton
House when his uncle, Henry Carrington Bowles (1801-1852) died without an
heir.?" The house, built in 1818, was named-after Sir Hugh Myddelton, whose
scheme in 1613 for a thirty-five-mile canal that linked Hertfordshire to New
River Head in Clerkenwell provided London with a fresh water supply.? In
comparison with some nineteenth-century estates, Myddelton House
comprised only 8 acres.*

The Garden 1888-1914

Around 1888, Bowles’ father and the plantsman and garden writer, Canon
Henry Ellacombe (1822-1916) encouraged him to re-develop Myddelton’s
garden.?* Most of it was redesigned before 1914, but after his father died in
1918, Bowles introduced some new areas. In February 1908, Bowles outlined
the problems he faced, ‘The garden is not mine, but my father’s, in which I am
allowed to garden with limitations.”” The garden comprised a number of
ancient trees including a cedar of Lebanon and a Taxodium distichum.?*® Not
only was the garden in one of the driest parts of Britain, until self-sown trees

were removed, Bowles had to plant carefully.

21 Hewitt, The Crocus King, p. 18. He had to take the name ‘Bowles’.

22 (https://www.londongardenstrust.org/features/myddelton.htm) [Accessed 20
October 2018].

2 (https://historicengland.org.uk/listing/the-list/list-entry/1000243) [Accessed 10
October 2018].

2 As a descendent of Sir Hugh Myddelton, Ellacombe had shares in the New River
Company.

2% E A Bowles, ‘The Story of My Garden: An Amateur Gardener’s Experience’, The
Gardener (15 February 1908), p. 315.

% Tbidem.
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Bowles would have known about the debate that had taken place

between William Robinson and Reginald Blomfield, as Robinson and

Gertrude Jekyll were his friends. His own gardening philosophy was:

Except for the Irises I have not massed my plants, being more of a
botanist than artistic-gardener, and preferring to have one specimen of
as many different genera and species as possible, than a blaze of colour

from several hundred of one thing.?”

It appears that he used the word, ‘artistic’ to distance himself from

Reginald Blomfield’s comments:

The engineer, is no doubt, a man of ability and attainment, but there is
nothing in his training to qualify him to deal with a problem which is in
the main artistic; and the landscape gardener makes it his business to

dispense with serious design.?

Although collecting bulbs and alpine plants in Britain and Europe was

Bowles’ principal interest, his writing and contemporary articles show that his

garden was not just a collection of plants.?® In 1907 he reported, ‘Yet another

meaningless rabble of Laurels, Snowberry and Horse Chestnuts disappeared

last spring to make room for a pergola for the new Chinese vines.”® In 1909,

the horticultural writer, Reverend Joseph Jacob (1858-1926), also a botanical

artist and collector of daffodils and tulips, noted, ‘The present Lord High

27
28

29
30

Bowles, ‘The Story of My Garden’, p. 325.

Reginald Blomfield, The Formal Garden in England (London: Macmillan & Co,
1892), p. 243.

EAB/1, Myddelton House and Garden, ¢ 1867 — ¢ 1950s.

Bowles, ‘The Story of My Garden’, p. 315.
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Gardener has a weakness for great earthenware oil jars and weird water-jugs

which he a-sort-of-half collects, especially if they have a little historical

interest attached to them’.?" The stone slabs which form the seat in Figure 6.9

came from London Bridge.

Figure 6.9: Stone Seat in the River Terrace (1911)

In 1899, before Gough Park in Enfield, which his father owned, was

demolished, Bowles rescued some ornamental features that appealed to him.%?

One was a red-brick pillar, ‘T had longed for this lovely pillar to live nearer me

that I might see it oftener, and so found it easy work to persuade my kind

father to let me try to move it.”*3 The pillar was combined with a wall,

something Bowles had also wanted for some time.** To complete it, a stone

31

32

33
34

Joseph Jacob, ‘Myddelton House: Its Garden & its Gardener’, The Garden (June
1909), p. 319. A scrapbook comprises articles about pergolas and rose pillars,
many from Country Life and it seems probable that Bowles read about the
gardens it featured.

Transactions of the London & Middlesex Archaeological Society (London:
Bishopsgate Institute, 1860), p. 319. Gough Park was built in the 1720s by
Captain Harry Gough (1681-1751), a prominent member of the East India
Company.

Bowles, My Garden in Summer, pp. 140-141.

Ibidem.
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ball, also from Gough Park, was placed on top (Figure 6.10).%®> Two ‘man-high’
lead ostriches from Gough Park’s roof, made by the Bulbeck Factory in
Cambridgeshire in 1724, were placed by the iron-railed bridge over the river

(Figure 6.10).

Figure 6.10: The Irishman’s Shirt and Figure 6.11: Lead Ostrich (1909)

Bowles’ design for the pergola and its surrounding garden showed he
planned it with considerable attention to detail. Possibly his watercolour of a
pergola at Robinson’s Gravetye Manor was painted at this time (6.12). Unlike,
many of the elaborate pergolas in Edwardian gardens, Bowles made his with
larch poles, but placed a sundial and earthenware oil jars in the surrounding

garden (Figure 6.13).

% Allan, Bowles & His Garden, p. 67. Called ‘the Irishman’s shirt’ as it reminded
Bowles of a story about an Irishman asking a lady to sew a button on his shirt.
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Figure 6.13: Pergola and Surrounding Garden (1909)

Bowles described the care he took with its planting, in particular the

colour of the roses:

[1] planned most carefully, with all my notes of shows and all the
catalogues of the year to help me, so as to begin one with yellows,

oranges and lemons both, and those indescribable shades that have
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sufficient affinity with a yellow to be flattered in catalogues as copper-

salmon, apricot, chamois, nankeen, or straw colour.3®

In one bed he planted the Lyon-rose and the orange-yellow ‘Madame
Ravary’ with smaller roses, ‘Canarien Vogel’, ‘Sulphurea’, and the white, ‘Perle
d’Or’ in the front. The theme for the opposite bed was pink shading to
crimson, but edged with smaller pink and white roses: ‘Mrs W H Cutbush’,
pink, and ‘Mignonette’ and ‘Anna Maria de Montravel’, white.>” Larger roses
included the rose pink ‘Madame Abel Chatenay’ and ‘Prince de Bulgarie’, and
the crimson ‘Cramoisi Supérieur’.

The small rose garden was typical of Edwardian garden design apart
from its centrepiece, Enfield’s Market Cross, which Bowles from a scrapyard
and planted the single white-flowered Rosa laviegata to climb up it (Figure
6.14).% Eight beds encircled the Cross: four planted with roses, each in a
single colour. ‘Frau Karl Drushki’ was white; ‘Madame Caroline Testout’ and
‘Mrs Henry Bowles’, pink; ‘Rayon d’Or’, yellow; and the single-flowered, Rosa
chinensis ‘Miss Lowe’, crimson.* The remaining four beds were planted with

carnations.*

% Bowles, My Garden in Summer, pp. 48-49.

37 Ibidem, p. 49.

% It was taken down in 1904 and Bowles acquired it a few years later.
% Also known as ‘Sanguinea’ or ‘Bengal Crimson’.

40 Bowles, My Garden in Summer, pp. 47-48.
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Figure 6.14: Market Cross and Rose Beds (1909)

After Bowles admired Canon Ellacombe’s irises at Bitton in
Gloucestershire, he decided to plant an iris walk (Figure 6.15). The walk along
the New River loop was 29-yards long and 8-feet deep and planned to flower

between May and June:

A thick mass of I[ris] florentina bloom now of blue-grey only relieved by
a few Martagon lilies. What strikes me as the greatest change since the
last visit is the varied range of colouring now in the beds. Then the show
had consisted of the cool lavender grey of the florentina and the deep
blue purples of [Iris] germanica forms, while the Intermediate iris
‘Golden Fleece’, and a few belated flowers of ‘Leander’ provided all there
was of yellow. Now in some beds, where we have grouped yellow
varieties together, there is a rich golden effect, and the mauves, lilacs
and pinks of forms of I[ris] pallida contrast with white and purple

amoenas, and the thunderstorm bronzes and lurid buffs of squalens
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varieties in other beds, to form the rainbow effect one expects in an Iris

garden.*'

Figure 6.15 The Iris Walk (1910)

On the opposite bank of the New River, the Tulip Walk was the only
part of the garden where Bowles designed a formal bedding scheme, which he
painted (Figure 6.16).*? Again he commented on the tulips’ colours in the
fifteen box-edged beds, ‘The terrace garden between the Yew hedge by the
river is always filled with my favourites of the Darwins, and in May gives a

glorious stretch of colour, carpeted with forget-me-nots’ (Figure 6.17).*

41 Bowles, My Garden in Summer, p. 14. Amoenas are bi-coloured irises and
squalens, brown varieties.

42 Bowles’ birthday was celebrated with a Tulip Tea.

43 Bowles, ‘The Story of My Garden’, p. 315.
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Figure 6.17: Tulips on the New River Terrace (1915)

Whilst Bowles acknowledged that it was ‘fashionable nowadays to
affect a horror of bedding plants’, after the tulips finished, four beds were

planted with succulents and other tender plants.* Contrary to his writing that

4 Bowles, My Garden in Summer, p. 196 and p. 252. As a child, Bowles collected
cacti and succulents.
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he did not favour ‘a blaze of colour from several hundred of one thing’, he

filled the beds with one species:*

Nothing is so satisfying to the eye as, Salvia ‘Pride of Zurich’, which

goes out in June as nice little bushy plants with fiery scarlet heads, and

flares away in ever-increasing, red-hot refulgence until a sharp October

frost throws a pailful of cold water on its glowing cinders and puts out

their glory.+
The Garden 1918-1939
Bowles did not always follow Edwardian garden fashion and although he
planned a Japanese garden, he changed his mind when, ‘that sort of thing
became fashionable, and bronze cranes and stone lanterns met one in all sort
of unsuitable surroundings.”’ Instead, he designed a garden that was unusual
at the time, the ‘Lunatic Asylum’, for his ‘demented plants’.*® These were
plants that showed unusual forms and shapes: the first, the corkscrew hazel,
Corylus avellana ‘Contorta’ (Figure 6.18).4°

Other trees included a twisted hawthorn, Cryptomeria japonica
‘Cristata' two laburnums, the oak-leafed, Laburnum anagroides
‘Quercifolium’, and one with curled leaves, Laburnum anagroides
‘Involutum’. He also planted the double form of the pink hens-and-chicken

daisy, the green primrose, the red and variegated forms of the plantain,

4 Bowles, ‘The Story of My Garden’, p. 315.

46 Bowles, My Garden in Summer, p. 256.

47 Bowles, My Garden in Spring, p. 179. Bowles alluded to the architect, Josiah
Conder (1852-1920), who wrote Landscape Gardening in Japan (Tokyo: 1893,
Edition Leopold Classic Library).

48 Ibidem, p. 178.

4 Ibidem, p. 179. Corylus avellana ‘Contorta’, found by Henry John Moreton-
Reynolds, 34 Earl Ducie, was given to Bowles by Canon Ellacombe.
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Plantago major rubrifolia and Plantago major variegata, and the double-
flowered strawberry. Bowles’ conclusion was, ‘Does my Lunatic Asylum appal
you? I cannot tear some visitors away from it, and others who do not care
about the demented inmates are pleased with the effect of the surroundings.’>°
Four years after his death, Elliott described his garden and noted that

nurseries now stocked some of his treasures.>"

Figure 6.18: Corylus avellana ‘Contorta’

Today, trees, shrubs and plants with leaves other than green play a
large part in garden design, as they create a range of effects that enhance the
garden throughout the year. Bowles had reservations, as he was concerned

they would be planted more for effect than where they would thrive:

I fear I am a little impatient of the school of gardening that encourages

the selection of plants merely as artistic furniture, chosen for colour

%0 Bowles, My Garden in Spring, p. 190.
51 Clarence Elliott, ‘Crazy Plants’, Illustrated London News (1 March 1958), p. 27.
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only, like ribbons on embroidery silks. I feel sorry for plants that are
obliged to make a struggle for life in uncongenial situations because
their owner wishes all things of those shades of pink, blue or orange to

fit in next to the grey and crimson planting.5?

Yet unlike many of his contemporaries, Bowles enjoyed plants with
different coloured or variegated leaves and a garden, Tom Tiddler’s Ground,
named after a children’s game, was designed for them, ‘I have given a hearty
welcome to all forms that have come my way. [.....] For the last three years
been trying to group the really beautiful forms of variegated plants in an
irregularly shaped parcel of ground.”3

Some gardeners still dislike variegated foliage, but many are
enthusiastic. Variegated plants are now popular as articles and specialist
nurseries promote them. The ambivalence towards variegated plants ‘is
related to their artifice, and [.....] that they are the result of man’s hand in that
while many occur in the wild, they would not survive without careful
husbandry.”>*

One corner of Tom Tiddler’s Ground was planted with the grey-leafed
plants that Jekyll recommended. Other areas were planted with purple, gold
or white-variegated plants. Bowles always emphasised his botanical interest
and recorded that not all maintained their colour throughout the seasons. As
he noted, ‘in the grey corner where Centaurea clementei, perhaps the most

silvery of all white-leaved things, has come through two winters’, and the

52 Bowles, My Garden in Spring, pp. 18-19.

%3 Ibidem, p. 192.

5 Jan Woudstra, “Striped Plants”, First Collections of Variegated Plants in Late
Seventeenth-Century Gardens’, Garden History, 34 [1] ( Summer 2006), p. 65.
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purple-leafed plants often lost their deep colour in late summer.*® These
included Berberis thunbergii atropurpueum, the purple-leaved hazel, Corylus
maximus ‘purpurea’; and the purple-leaved plum, Prunus pissardii nigra. In
summer, there were the golden leaves of Ribes aureum, Acer californica
aurea, Robinia pseudoacacia ‘Frisia’, the golden feverfew, Tanacetum
parthenium ‘Aurea’ and the golden thyme, Thymus pulegiodes ‘Aureus’,
which gave him great pleasure.>® Over time Bowles collected so many
variegated plants and shrubs, varieties of Cornus, Weigela and Philadelphus,
that he planted them all over the garden.

After Bowles inherited a life interest in Myddelton House, he was able
to fulfil his dream of creating an alpine meadow on sloping ground beneath
his rock garden. Yet his inspiration did not come from Robinson or Willmott’s
alpine garden at Warley Place, near Brentwood, where grassy areas were

planted with snowdrops, crocus and daffodils.%” It came from his travels:

The alpine meadow is my beau ideal of a large flower bed, and when
flowers of every hue are distributed over a waving undergrowth of
greenery of all shades from bronze to pea green, and thence to the green
of the sea even, the most combative tints are rendered peaceful, and
their sharp corners rubbed off to the sensitive eyes, by the wholesome
balm of surrounding verdure. I would give up anything possible [.....] to

achieve even a quarter of an acre of such a meadow as those I was

% Bowles, My Garden in Spring, p. 193.

% Ibidem, p. 196. He planned to continue this gold theme near the river.

57 Bowles and Wilmott shared plant interests and she proposed his membership of
to the Royal Horticultural Society’s Council in 1906.
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rushed past on the autobus on the outskirts of Predazzo in the

Dolomites.?®

He had definite ideas about how it should be planted:

Daffodils never make a braver show than when growing in grass, and so
arranged that the grass may be seen as well as the Daffodils. Where
they are planted too thickly in wide stretches they too frequently
suggest a crop instead of natural colonies, and an acre of crowded

yellow blossoms resembles a field of Charlock or Mustard.*

This differed from Robinson, ‘[I] planted my many thousands of

Narcissi in the grass never doubting that I should succeed with them, but not

expecting I should succeed nearly so well.’®® Bowles thought that only two-

thirds of the ground should be planted with daffodils, with the remaining

third, grass.®’

As well as daffodils, the meadow was planted with a succession of

bulbs, starting with snowdrops and crocus and later, the pheasant-eye

Narcissus and Camassia (Figure 6.19). In summer, it was a mass of meadow

cranesbill.®?

58
59
60
61
62

Bowles, My Garden in Summer, pp. 219-220.
Bowles, Handbook of Narcissus, p. 226.
Robinson, The English Flower Garden, p. 158.
Bowles, Handbook of Narcissus, p. 230.
Allan, Bowles & His Garden, p. 144.
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Figure 6.19: Daffodils in the Alpine Meadow (2017)

During the 1930s, Bowles started to experience financial difficulties.
He only had a life interest in Myddelton House and his income came mostly
through shares in the New River Company. Myddelton remained as it was
during his parents’ lifetime with no modern conveniences, which he appeared
not to mind. In 1939, he told his friend, Richard [Dick] Trotter (1887-1968)
how grateful he was that his friend, William Miller Christie (1869-1939), had
left him an annuity of £150 a year.®® In 1944, he discussed his financial
problems with Lewis Palmer (1887-1959), one of his executors, and he and
Trotter offered to buy part of his book collection for £1,000.%

Many of Bowles’ friendships stemmed from his knowledge of alpines,
in particular, his important friendship with the artist-gardener and plant
hunter, Reginald Farrer. When they met, Bowles had already made a rock

garden. Started in 1893, it was completely different to Crisp’s at Friar Park

6  Allan, Bowles & His Garde, pp. 207-208.
6 Ibidem, pp. 218-219.
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and Willmott’s at Warley Place and was designed to provide the rights

conditions for his alpine plants (Figure 6.20). As Bowles described it:

My rock garden is a home-made affair, that is to say I planned, built,
and planted it, and have had the chief hand in caring for it for twenty
years. When I say I built, I chose out the stone for each position. [.....]
It was formed a bit at a time, and always under the belief that the
present piece of work was to be the very utmost extent that was likely to

be undertaken, and so of necessity it possesses many faults.%®

Figure 6.20: Rock Garden (1910)

Nevertheless, as Bowles understood the problems of designing rock
gardens, others sought his help. Edward Stanhope Rashleigh (1865-1950),
one of his closest friends,®® lived nearby at Roselands, an eighteenth-century

house in Turkey Street, Enfield.%” In 1902, Bowles recorded he visited

8  Bowles, My Garden in Spring, p. 252.

6 Rashleigh, a supporter of the local church and community, accompanied Bowles
on a plant-hunting trip in 1928.

67 Staffordshire & Stoke-on-Trent Archive Service, D4452/5/7/5/10. Roselands and
other properties were transferred to Bowles’ father on 24 August 1883.
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Roselands on 15 January and the rockery was built on 23 January. In January
1908, he built and planted his brother, Henry’s rock garden at Forty Hall,
Enfield.®®

Reginald John Farrer (1880-1920)

Figure 6.21: Reginald Farrer

Farrer has been described as the dominant figure of the Edwardian Rock
Garden. His reputation as a traveller, plant collector and author was
established when he met Bowles in May 1909 at the Royal Horticultural
Society (Figure 6.21).%° Bowles was fifteen years older, but their shared
interest in plants resulted in them arranging to meet soon after at Mont Cenis

in the Alps, the first of many joint plant hunting trips.”®

6  Allan, Bowles & His Garden, p. 82.

6 Reginald Farrer, The Gardens of Asia (Cambridge: Cambridge University Press,
2011, First published, 1904).

0 EAB 2/3/12, has several letters from Farrer to Bowles. Although Bowles travelled
in Europe with Farrer, he never accompanied him on his trips to Asia.
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Farrer’s contemporaries thought him eccentric, in particular when he
became a Buddhist on a trip to Ceylon in 1907, or when he made a rock garden
on a gorge near Clapham by firing a shotgun of seeds from a boat.”! He was
also controversial, ‘Farrer had a compelling charm — for those who got past
his brusque manner and could tolerate his piercing voice. A man of strong
likes and dislikes, he could not suffer fools gladly, and the fools knew it.””?
Bowles took no notice of Farrer’s idiosyncrasies, ‘what mattered was that
Farrer was a superb plant hunter and plantsman.””® Farrer, too appreciated
Bowles as ‘an equally valuable friend not simply for his horticultural
knowledge, experience and enthusiasm, but also for his wise, tolerant, steady
and reliable character and general sense of humour.”*

Early Life

Like Bowles, Farrer was educated at home, as he needed several operations to
repair a cleft lip and palate.” He was educated at home, but went to Balliol
College, Oxford to study Greats in 1898. At Oxford, he met the author and
politician, Aubrey Herbert (1880-1923). After he left Oxford, he went to

Japan where Herbert was working, but also visited China and Korea.”®

" Reginald Farrer, ‘Dalesman, Intrepid Plant Hunter and Gardener’

(https://www.kew.org/read-and-watch/reginald-farrer-dalesman-intrepid-plant-
hunter-and-gardener) [Accessed 24 October 2018]. The experiment was success
and was acknowledged as 'the only true natural rock garden in the country'.

72 Allan, Bowles & His Garden, p. 97. Despite being embarrassed, Bowles stood by
Farrer when his preface to My Garden in Spring caused a furore

3 Ibidem, p. 97.

™ John Illingworth & Jane Routh (Edited), Reginald Farrer: Dalesman, Plant
Hunter, Gardener (Lancaster: Centre for North West Regional Studies, 1991), p.
5.

5 Rebecca Pullen, Reginald Farrer’s Rock Garden, Clapham, North Yorkshire:
Analytical Study and Assessment, Research Report Series 7 (2016)
[https://www.researchgate.net/profile/Rebecca_Pullen/publication/308597992
_Reginald_ Farrer%27s_private_rock_garden_ Influential_innovations_in_Edw
ardian_horticulture/links/5813395d08aedc7d8961bb38/Reginald-Farrers-
private-rock-garden-Influential-innovations-in-Edwardian-horticulture.pdf].

76 Farrer, The Gardens of Asia described his travels.
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The Artist

Like Bowles, Farrer learned to draw as a child, but later used his skill to paint
the plants he collected. His painting of Gentiana farreri, named after him,
depicts not just the plant, but its surroundings (Figure 6.22). However
Farrer’s depiction of Meconopsis lepida with his notes, is painted in the more
conventional way (6.23). Unlike Bowles, an exhibition of his watercolours,
‘Scenes & Flowers in Western China and Tibet’, was held at the Fine Arts

Society in April 1918.77
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Figure 6.22: Reginald Farrer, Gentiana farreri (1915) and Figure 6.23: Reginald
Farrer, Meconopis lepida (1914)

7 Edinburgh Botanic Garden, GB 235 RJF, Reginald Farrer Archive comprises
family history, correspondence, including letters from Bowles, and his
expeditions to China (1914-1915) and Burma (1919-1920). RJF/2/3 includes 58
watercolours. Apart from two views, the rest depict plants. However, he left
instructions that his diaries should be destroyed.
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The Gardener
Farrer’s family moved to Ingleborough Hall in North Yorkshire in 1889, where

he climbed and acquired a knowledge and love of plants (Figure 6.24).78

Figure 6.24: Euphemia Farrer (1839-1931), Ingleborough Hall (1893)

He became interested in gardening as a child and in 1894 when he was
fourteen, he made a rock garden in a disused quarry on the Ingleborough
estate, which he continued to adapt until his death, ‘T have had to make the
whole of this garden anew and anew. Even now, after more than ten years,
there is a great deal yet that needs to be properly and thoroughly done before
the garden could be called even decently well-made or successful’ (Figure
6.25).7°

In 1901, Farrer opened the Craven Nursery near his home and built

another rock garden.®° Like Bowles, Farrer remained at his parents’ home, as

8 Ingleborough Hall, a shooting estate of around 30,000 acres, was inherited from
an uncle.

% Reginald Farrer, In a Yorkshire Garden (London: Edward Arnold, 1909), p. 126.

8 Reginald Farrer, My Rock Garden (London: Edward Arnold, 1907).
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his father only allowed him a small allowance. This was one reason why he

started to write gardening books.

Figure 6.25: Farrer’s Rock Garden, Ingleborough Hall

Farrer’s ambition was to grow as many alpines as possible in natural
surroundings. In part of his rock garden, he created what became known as a
moraine or scree garden. This provided his alpine plants with drainage in
winter and water and humidity in summer.8! He helped Bowles to plan the
moraine at Myddelton House.?

Bowles and Farrer’s Rock Garden Designs
When the Royal Horticultural Society was planning the rock garden at Wisley,
near Guildford, Bowles became involved and in November 1911, he proposed

and supervised some alterations (Figure 6.26).82 He donated two collections

8 Reginald Farrer, The English Rock-garden (London: T C & E C Jack, 1919), pp.
xxxv-xxxvi. A perforated water pipe about twelve inches was placed below the
surface.

W E Th Ingerswen in F H Fisher, Reginald Farrer: Author, Traveller, Botanist
and Flower Painter’ (Pershore: Alpine Garden Society, 1936), p. 37, suggested
Farrer did not invent this, but brought various ideas together.

8 Elliott, ‘The British Rock Garden in the Twentieth Century’, p. 4.

82
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of plants, with one comprising 155 species. Farrer gave them saxifrages and

primulas.

-
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Figure 6.26: Upper Waterfall in the Rock Garden at Wisley (1912)

Bowles and Farrer helped Frederick Jansen Hanbury (1851-1935) to
make a large rock garden at Brockhurst Park in East Sussex (Figure 6.27).84
Hanbury, a botanist, collected rare wildflowers and plants in Britain. The
garden was supported by a complex water system, comprising a succession of
concrete tanks.®5 In 1916, Hanbury paid tribute to them, ‘I must mention my
indebtedness to Mr Bowles for the valuable hints and suggestions made both
at the commencement of our work and later, when Mr Farrer helped with his
advice in making the moraine garden.’8®

Hanbury continued to improve the garden-and in November 1928

asked Bowles to ‘redesign a raw double-trenched bank of a dark pond, and in

8  Bowles knew the Hanburys socially.
8 F J Hanbury, ‘A Sussex Rock Garden’ Journal of the Royal Horticultural Society,

42 (1916-1917), p. 273.
8  Tbidem.
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the bestial weather it was not easy to stand in the rain and wind and mentally

turn it into a picture of summer beauty’ (Figure 6.27).8”

Figure 6.27: Moraine Garden, Brockhurst Park (1924)

As Bowles also knew Sir Frederick Stern (1884-1967), it is possible they

advised him on his rock garden at Highdown in West Sussex (Figure 6.28).88

Figure 6.28: Highdown, Goring-by-Sea (1937)

8 Allan, Bowles & His Garden, p. 182
8 F C Stern, A Chalk Garden (London: Thomas Nelson & Sons, 1960), p. 14.
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Farrer died on a plant hunting trip to Burma in 1920. In 1932, the
alpine plant specialist and writer, Walter E Th Ingwersen (1882-1960) paid
tribute to his achievements, ‘Every modern Rock Garden with its moraine or
scree is a memory to him who put the Dog’s grave, the Almond Pudding and
the Devil’s Lapful style of Rock Gardening to derision.’ss Farrer’s conclusion
was, ‘A fanaticism for beauty has always been the real key to my life, and all its
happinesses and hindrances.’s

Most of Bowles’ friends were gardeners and although Frank Galsworthy
was a keen gardener, he was also a successful artist. Their friendship lasted
for nearly fifty years after they met at the Royal Horticultural Society in May
1907.9

Frank Galsworthy (1863-1959)

Figure 6.29: Frank Galsworthy (1920s)

8 Ingerswen in Fisher, ‘Reginald Farrer: Author, Traveller, Botanist and Flower

Painter’, p. 35 and p. 37.
% Reginald Farrer, The Rainbow Bridge (London: Edward Arnold, 1926), p. 273.
" EAB/2/6/2, Letter, Galsworthy to Bowles, 23 April 1947.
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Galsworthy came from a wealthy family (Figure 6.29). His father, Sir Edwin
Galsworthy 1831-1920) was a lawyer, who later became a vice-president of the
Royal Botanic Society.®

Early Life

Little is known about Galsworthy’s education, but he spent a year at the Slade
School of Art. For a number of years, he worked as an architect, although no
details have been found.® By 1911, painting had become his main
occupation.* During in the 1920s and 1930s, Galsworthy was well-known,
particularly in the USA, but information has had to be pieced together from
websites, articles and letters in the Lindley Library, which has some of his
botanical drawings.® The garden writer Graham Thomas (1907-2003) knew
Galsworthy and wrote about his garden and paintings.®

The Artist

Galsworthy is known principally for his flower paintings and botanical
drawings, but he also painted landscapes in America, France and Morocco.
Figure 6.30, an early painting depicts a fountain in the Luxemburg Gardens in
Paris, whilst Figure 6.31, painted when he was in the USA, shows the marshes

in South Carolina

92 The novelist, John Galsworthy (1867-1933) was his cousin.

% J E Grant-White, ‘Flowers, Landscapes, Gardens: Mr Frank Galsworthy’s Water-
Colours’, Walker’s Monthly (June 1931), p. 3. In the 1891 and 1901 Censuses, he
gave his occupation as ‘architect’, but in 1911 stated ‘no occupation’.

% When his father died in 1920, he left him an income of £1,000 a year. Today
£45.000.

%  Chertsey Museum has articles and photographs of his garden and paintings.
Lindley Library, GB 803 EAB/2/3/1, EAB/2/3/5, EAB/2/4/7 and EAB/2/6/2
includes letters to Bowles.

% Graham Stuart Thomas, Recollections of Great Gardeners (London: Frances
Lincoln, 2003).
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Figure 6.30: Frank Galsworthy, Fontaine de 'Observatoire. Jardin du
Luxembourg (1912)

Figure 6.31: Frank Galsworthy, Among the Marshes, South Carolina (1928)

Flower Painting
Little is known about Galsworthy’s early exhibitions, but shows in New York
at the Anderson and Kinghorn Galleries between 1921 and 1925 confirm that

his reputation was established.®” A 1924 exhibition included paintings of

%  Anonymous, ‘Flower Paintings from Old English Gardens’, Art & Decoration, 21-
22 (March 1924), pp. 44-45.
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poppies, larkspur, phlox, roses, iris and lupins.®® He wrote to Bowles, ‘T had
an exhibition of all my garden pictures, flower things and many landscapes. 3
rooms full, such fine rooms. I gathered together crowds of folks every day and
all day and I became quite the sensation of the season!”*® He also noted that a
picture of tulips, painted at Myddelton House, had been greatly admired, ‘I
hope to come down to see you and paint in May — more tulips in your old

ginger jar! People almost quarrelled over that!” (Figure 6.32).1°

Figure 6.32: Frank Galsworthy, Tulips (1926)

In Britain, Galsworthy exhibited at the Walker Gallery. One in June
1931 included flowers and landscapes.”" When Galsworthy visited Myddelton

House, he and Bowles painted together:

%  Anonymous, ‘Flower Paintings from Old English Gardens’, p. 44.

% EAB/2/3/1, Letter to Bowles, 29 January 1921, p. 1. He made a profit of £2,000
from selling his paintings, today, £98,640.

190 Tbidem, 29 January 1921, pp. 5-6.

197 Grant-White, ‘Flowers, Landscapes and Gardens’ pp. 2-3.
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The two of them would go down to the garden and pick flowers, arrange
them in vases and sit down and paint them together, but their styles
were quite different. Whereas Galsworthy would often make an
arrangement of different kinds of flowers in one vase, Bowles seldom
did. His method was to make a group of vases, large and small with a

different kind of flower in each (Figure 6.33 and Figure 6.34).'%

Figure 6.33: Frank Galsworthy, Anemones (1920) and Figure 6.34: E A
Bowles, Anemones

Thomas, also a botanical artist, considered their paintings:

They were both expert artists when it came to flowers. I always think
that Bowles got as near to the perfection of an original flower as anyone
had ever done, flowers, foliage and often root as well. They both had a
wonderful knack of making the shape of a curved petal with one stroke

of the brush. Frank used a very wet brush and I have a painting of his

192 Allan, Bowles & His Garden, p. 84.
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of Paeonia delawayi which clearly shows not only the shape and
colouring but the glossiness as well. He loved his flowers, but got a bit

bored with the foliage."®

The Gardener

It is not known when Galsworthy became interested in gardening, but around
1890, he acquired and restored a derelict, six-hundred-year-old cottage,
Green Lane Farm in Chertsey with only an apple and a pear tree in the garden.
It remained his home for the rest of his life."* In some ways, it was an
Edwardian garden with formal areas around the house that included a sunken
garden and a small rectangular lily pool (Figure 6.35 and Figure 6.36).
However, Figure 6.37, the view shows that beyond the formal garden, the

planting became informal and natural.

Figure 6.35: Formal Garden, Green Lane Farm (1933)

193 Thomas, Recollections of Great Gardeners, p. 116.
104 (http://chertseymuseum-interactive.org.gridhosted.co.uk/people/frank-
galsworthy-1863-1959).
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Figure 6.36: Lily Pool and Sunken Garden (1933) and Figure 6.37: Natural
Areas Beyond the Formal Garden (1933)

Figure 6.38 shows the informal areas with its winding lawns backed by

trees and planted with ferns.

Figure 6.38: Informal Area of the Garden in Summer (1933)
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When Thomas visited, he admired ‘the wonderful collections of modern

daffodils, auriculas and a huge range of primulas including several forms of

Primula sieboldii (Figure 6.39).'°

Although Galsworthy’s writing provides an insight into his ideas, his

was a garden made for his own enjoyment where there would always be

something of interest:

There are many objects that a person of taste can enjoy in a garden, and
he should look for to the utmost. There are the shapes of seed pods and
the forms, contours, and varied hue of leaves and stalks, for not only in

autumn but all through the year one can observe and study the colors

[sic] of foliage alone. 1

1% Thomas, Recollections of Great Gardeners, p. 116-117.
1% Frank Galsworthy, ‘A Garden from an Artist’s Standpoint’, Country Life, XLI
(American edition, March 1922), p. 37.

344



His philosophy was:

An artist is so accustomed to studying nature’s lines that he
imaginatively arranges things so that they make pictures and compose
themselves into beautiful curves and shapes. In laying out a garden it
should be borne in mind that the lines and curves of nature’s own

making are always harmonious and pleasing.'"’

Bowles was always happy to encourage others and when his friend,

Lady Beatrix Stanley (1877-1944) lived in India, she painted the local flora.®

Bowles persuaded her to send him her paintings, and he and Galsworthy gave

her advice."® She was awarded her first Royal Horticultural Society medal in

1931, ‘An unusual feature of the Art display was a selection of paintings of

Indian plants by Lady Beatrix Stanley which obtained a silver-gilt Grenfell

medal.” These included vivid canna, bougainvillea and euphorbia, such as

Euphorbia] pulcherrima (Figure 6.40).1"°

107
108

109
110

Galsworthy, ‘A Garden from an Artist’s Standpoint’, p. 36.

Between 1929 and 1934, her husband, Sir George Frederick Stanley (1872-1938)
was Governor of Madras. She visited Bowles and he visited her at Sibbertoft
Manor, near Market Harborough.

Allan, Bowles & His Garden, p. 191.

Anonymous, ‘Close of Chelsea Flower Show’, The Times, 45830 (23 May 1921), p.
8. Euphorbia pulcherrima is better known as poinsettia. The Lindley Library
has a collection of her paintings.
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Figure 6.40: Beatrix Stanley, Canna Lilies (1931)

During their lives, Bowles, Farrer and Galsworthy’s achievements were
recognised. In 1916, Bowles was awarded the Royal Horticultural Society’s
Victoria Medal of Honour for his special contribution to horticulture and in
1926 became and remained one of the Society’s vice-presidents. After his
death, Bowles Corner, a small garden comprising plants associated with him
was made adjacent to Wisley’s rock garden. He and Farrer are also
remembered for the large number of plants named after them. Bowles was
anxious his garden would remain after his death, but one suspects he wanted
his plant collection to survive.''" Farrer’s parents had little interest in his
garden. Although Bowles and Farrer’s reputations have survived,

Galsworthy’s has faded. Yet in 1927, in Meanwhile: The Picture of a Lady, H

""" The garden was transferred to the Royal Pharmaceutical Society and the Royal
Free School of Medicine, It is now looked after by the Lea Valley Regional Park
Authority.
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G Wells referred to ‘Mr Frank Galsworthy, the painter who has that beautiful
cottage garden in Surrey.”'"?

Probably neither Bowles not Farrer wished to be remembered for
garden design, but their concern for ‘right plant, right place’ has become a
mantra for twentieth century gardeners. They had relatively small gardens
and it has been shown that their design moved forward from Edwardian
garden style. Farrer’s ideas about rock gardening demonstrated that an
attractive garden could be made without importing hundreds of tons of rocks.
Galsworthy used his skill as an artist to emphasise the importance of form and
shape, not just flowers , but their leaves, stalks and seed pods, which could
provide interest throughout the year. Bowles’ interest in collecting unusually
shaped plants and ones with foliage other than green is now part of
contemporary garden design. He also took forward Robinson’s ideas on
natural gardening. From the snowdrops and early crocuses in February
through to the cranesbills in summer, his alpine meadow had a flowering
period of several months. Meadow gardening is now at the forefront of

modern design not just in Britain, but further afield.

2. H G Wells, Meanwhile: The Picture of a Lady (London: Ernest Benn, 1927), p.
149.
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Section 11
The Long Afternoon 1918-1939

Introduction

Mark Gertler, The Pond Garden, Garsington Manor (1916)
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‘There has never been a summer quite like that Indian summer
between the two world wars, a period of gentle decline in which the
sun set slowly on the British Empire and the shadows lengthened
on the lawns of a thousand stately homes across the country.’

Adrian Tinniswood'
Whilst the historian, Adrian Tinniswood agreed with this statement, he
suggested that it was only part of what happened in Britain during the
interwar period. In the aftermath of war, ideas about how Britain should go
forward varied. One was that the country needed to return to, and maintain
the comfortable existence of Edwardian England. Tinniswood emphasised the
importance and continuation of the country house weekend in The House
Party.? Yet the effect of social, economic and cultural changes, which had
already started before the war, now had a greater impact and estate owners
reacted differently. At the other end of the social spectrum, schemes to
provide housing away from crowded and unhealthy cities resulted in a
growing interest in gardening. This section considers the response to these
changes by artist-gardeners in the interwar period.
Architects and Landscape Architects
After the war, Edwin Lutyens was less involved with garden design, as he was
working in New Delhi and became involved with the War Graves Commission,
as was Reginald Blomfield, whose practice never returned to its pre-war size.
Thomas Mawson transferred the running of his practice to his son, Edmund
(1885-1954). In 1929, he became the first president of the Institute of
Landscape Architects, which established it as a profession in its own right.

However, a new generation of architects emerged, whose designs were to have

' Adrian Tinniswood, The Long Weekend (London, Jonathan Cape, 2016), p. ix.
2 Adrian Tinniswood, The House Party (London, Faber & Faber, 2019).
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a significant impact during this period. One was Philip Tilden (1887-1952) of
whom it was written, ‘the story of his rise to fame and subsequent decline is a

clear reflection of life between the wars’.?

Figure 1: Philip Tilden (1925)

Tilden’s designs epitomised the alternative story Tinniswood
suggested, ‘which introduced new aesthetics, new social structures, new
meanings to an old tradition, [.....] which saw new life to the country house.™
Although Tilden was associated with Charles Masterman’s ‘super-wealthy’, an
early commission was for the society hostess, Lady Ottoline Morrell (1873-
1938) at Garsington Manor in Oxfordshire, which she and her husband, Philip
(1870-1943) bought in 1913. Morrell was famed for entertaining and her

guests included artists like Mark Gertler (1892-1930), whose painting of

3 James Bettley, ‘In the Swing of Fashion: The Architecture of Philip Tilden’,
Country Life, 181 (1 January 1987), p. 42. Although Tilden became wealthy, he
spent freely and invested badly.

4 Tinniswood, The Long Weekend, p. ix.
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Garsington’s pond is depicted on the frontispiece, and Dora Carrington (1893-
1932), as well as the writers: Aldous Huxley (1894-1963), D H Lawrence
(1885-1930), Bertrand Russell (1872-1970) and members of the Bloomsbury
Group. Around 1916, Tilden helped Morrell design an elaborate Italian
garden, which was inspired by her visit to Villa Capponi in Florence. It
comprised twenty-four square beds and an ornamental pool, part of which is
seen in Figure 2 and which Gertler painted in 1918 (Figure 3). Later, Tilden
helped Philip Morrell design the loggia (Figure 4). The garden was planted
with roses, many of them standard, and the beds included Morrell’s favourite

flowers, brightly coloured zinnias, marigolds, snapdragons and sunflowers.

Figure 2: View of the Italian Garden, Garsington Manor (1925)
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Figure 4: Loggia and Garden Steps (1925)

Even more influential was Tilden’s involvement at Edward, Prince of
Wales’ weekend home, Fort Belvedere in Windsor Great Park. Here, part of
the garden was designed between 1929 and 1933 by Lawrence Johnston’s
friend, Norah Lindsay. Figure 5 shows one of Lindsay’s trademark herbaceous

borders.
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Figure 5: Herbaceous Border Designed by Norah Lindsay, Fort Belvedere
(1930s)

Both Tilden and Lindsay worked for the politician and art collector, Sir
Philip Sassoon (1888-1939), who was renowned for his lavish hospitality at
Trent Park in Hertfordshire and Port Lympne in Kent.> He was one of
Masterman’s ‘super-wealthy’, of whom the Conservative politician, Lord
Boothby (1900-1986), wrote ‘Throughout the strange and often bewildering
interwar period, [he] set the stage, with lavish splendour, for a social scene the

like of which we shall never see again’ (Figure 6).°

> Sassoon’s fortune came from the family banking business. In 1939, his estate was
valued at £1,946,892, today £128,213,529.
¢ Robert Boothby, I Fight To Live (London: Victor Gollancz, 1947), p. 48.
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Figure 6: John Singer Sargent, Sir Philip Sassoon (1923)

Boothby’s description of Trent Park shows the attention to detail this

opulent entertaining required:

The beautifully proportioned red-brick house, the blue bathing-pool
surrounded by such a profusion of lilies that the scent at night became
almost overpowering, the flamingos and ducks, the banks of exquisite
flowers in the dressing room, the red carnation and the cocktail on

one’s dressing table before dinner, were each a perfection of their kind.”

At Port Lympne, Sassoon wanted to celebrate the end of the war and
Tilden’s remit was to ensure that the house and garden signalled a new
beginning. Figure 7 shows two enormous marble swimming pools on either

side of a square pool with a spectacular central fountain.

7 Boothby, I Fight to Live, p. 50.
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Figure 7: Swimming Pool and Fountain looking towards Romney Marsh
(1923)

Lindsay was commissioned to ensure Port Lympne looked its best in
August and her vast double herbaceous borders are depicted in Figure 8.2
Boothby described Sassoon’s gardens, which he considered were his greatest

achievement:

He understood better than any landscape architect, how to produce
mass effects by the skilful clumping of quite ordinary plants and shrubs
and he had a ‘flair’ for colour. No one who has ever seen the great
border at Lympne, stretching from the house to the Marsh in the height

of its glory during August and September can ever forget it.°

8  Allyson Hayward, Norah Lindsay: The Life and Art of a Garden Designer
(London: Frances Lincoln, 2007), p. 140.
®  Boothby, I Fight To Live, p. 50.
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Figure 8: Double Herbaceous Borders, Port Lympne (1929)

In contrast to the Edwardian style borders, Lindsay’s design for a yew-
enclosed garden, planted only with yellow marigolds, was more innovative

and unusual (Figure 9)

Figure 9: Yellow Marigolds in the Striped Garden (1929)

Port Lympne was criticised by the architectural historian, Mark

Girouard, who disapproved of Sassoon’s flamboyant home, as it was ‘not the

356



quiet good taste expected of a country gentleman’.’ However, Christopher
Hussey thought Trent Park encapsulated that ‘indefinable and elusive quality,
the spirit of the country house [......] an essence of cool, flowery, chintzy,
elegant, constructive rooms that rises in the mind when we are thinking of
country houses’."" Here, Lindsay also designed parts of the garden including
the herbaceous borders on either side of the simple, but elegant, swimming

pool, seen in Figure 10."

Figure 10: Herbaceous Borders and Swimming Pool, Trent Park (1931)

Whilst Lindsay was designing gardens for the super-rich, which

included the first female Member of Parliament, Nancy Astor’s (1879-1964)

19 Mark Girouard, Life in the English Country House: A Social & Architectural
History (London: Yale University Press, 1978), p. 316. Whilst he may have been
referring to its interior decorations, he could have been alluding to Sassoon’s
Jewish heritage and that his fortune came from new money.

" Christopher Hussey, ‘The Words of Philip and Sybil’, Country Life, 197 (17 April
2003), pp. 66-67.

12 The orangery in the background was designed by Lawrence Johnston’s friend,
Reginald Cooper.
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home at Cliveden, near Maidenhead in Berkshire, owners of landed estates
encountered somewhat different circumstances.

During this period, changes in taxation introduced before 1914 started
to have a significant effect on landowners. Death duties were levied at one per
cent on estates valued between £100 to £500." As this threshold remained
unchanged until 1945, over time the number of estates liable for tax rose from
fifteen to forty per cent.™ Although a proposal to introduce a twenty per cent
tax on profits from the sale of land was dropped in 1910, ‘It paralysed all other
sections of the real estate market by destroying confidence, it stimulated the
sale of land by inducing many large landowners to sell out while the going was
good.”’® Some owners sold land to enable them to keep their homes.

It has been estimated that between 1918 and 1921, one-fifth of
England’s cultivated land, 6.5 million acres, changed hands.’® Some large
estates did not survive as an entity and, as Country Life reported in 1926,
‘Some of the largest landed properties that have been sold recently have
passed into the hands of buyers, who intend at an early date to have them re-
sold in lots.”"” These sales often occurred after the owner died, for example

Lord Alverston, whose executors sold his Winterford estate near Cranleigh in

3 The percentage collected was variable. On estates valued at £1 million and over,
it was eight per cent. £100 in 1901, today. £12,383; 1918, £5,735; 1939, £6,585;
1945, £4,348.

4 Tony Atkinson, ‘Wealth and Inheritance in Britain from 1896 to the Present’,
CASEpapers, 178 (November 2013), p.8.
(http://eprints.lse.ac.uk/58087/1/CASEpaper178.pdf) Liability fell to ten per
cent when it was raised to £2,000.

'*  FM L Thompson, English Society Revisited, Volume 1 (Brighton: Edward Everest
Root, 2017), p. 59.

6 Michael Thompson, ‘The Land Market, 1880-1925: A Reappraisal Reappraised’,
Agricultural History Review, 55 (Issue 2, 2007), pp. 289-300.

7 Arbiter, ‘The Estate Market: Sales and Resales’, Country Life, 59 (20 March
1926), pp. Xcii.
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Surrey in 1920." Just before the outbreak of the Second World War, Country

Life noted that several landed estates were for sale: Wretham Hall near

Thetford, Norfolk; Hornby Castle, Lancashire; and Alresford Hall in Essex.

Another way estates raised money was by selling some of their

architectural features. When Trentham Hall in Staffordshire advertised stone

balustrade and urns in 1912, it attracted little comment (Figure 11).° This

practice continued after the war, for example in 1920 at Sutton Scarsdale Hall,

the former home of the Arkwright family.*"

Stone Balusmde

il 10 m uum
AL ™ 80 HALF-BALUSTERS
g TN &" o TR ‘-.““. o ol 13 MASSIVE PILLARS
Y W