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The modeller must develop an acute sympathy for the forms of nature. He is himself part of nature. He is a living organism and its rhythms are his rhythms. Though as an artist he will work ‘parallel to, and not after, nature’, he must still refresh himself, and constantly, by a sensitive observation of its forms.



Clifford and Rosemary Ellis, Modelling for Amateurs
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Introduction







THE COLLINS NEW NATURALIST LIBRARY is a publishing phenomenon. It started during World War II (like National Parks and nature conservation planning) and rolled on unstoppably, decade after decade, far beyond the plans or expectations.

If you have picked this book up, our guess is that you have at least heard of the series and probably know something about it. Perhaps you came across it at school or university, and have some favourite titles on your shelves. Possibly you are a full-fledged New Naturalist collector. Maybe you even own a full set, now taking up an entire bookcase from floor to ceiling, along with the 22 New Naturalist monographs and the ill-fated single-volume New Naturalist magazine (we know of one or two hardcore collectors who are seeking to own every edition). Or perhaps you are just intrigued about why there should be a whole book about so humble a thing as a book jacket. Either way, do read on.

It would be bad manners, as well as unwarranted, to assume that you know all about the series already and so launch straight into the story of the jackets. The full story of the New Naturalist library, of those that wrote them, and the team that set it all in motion, and kept those titles rolling, can be found in Peter Marren’s The New Naturalists (always apt to be out of print but fairly easily found secondhand, especially in the revised edition). Here we can at least offer a summary of what the books are about, and why they are held in high regard. If this is familiar ground already, skip this bit.

At the time of writing there are 110 titles in the mainstream New Naturalist library. There are also 22 titles in the long out-of-print monograph series devoted to a particular species or more specialised subject. Today’s marketing economies decree that books are never in print for long unless they turn out to be bestsellers; the life in print for a New Naturalist nowadays is only a few years, and often less (it depends on how long the hardback run takes to sell out). But many older New Naturalist titles were kept in print from the date of publication to the 1970s or ‘80s, and some bookshops displayed them all together.

These books are unusual. They are halfway between being popular and academic, and are at once interested in the minutiae of life and the big picture. Taken together they offer a survey of the wildlife and scenery of a single country over half a century that is probably unique. The library was the brainchild of William Collins (1900–1976), managing director of the family publishing business, who conceived an ambition to publish a series on natural history that would establish his company as the leading natural history publisher. The series would take full advantage of the latest developments in colour photography and in the natural sciences. On the publishing side he had established a successful partnership with a printing company, Adprint, with whom he launched the wartime hit series, Britain in Pictures. The partnership was to continue into the early years of the New Naturalists, in which Adprint (until they dropped out in 1950) was to commission illustrations, maps and diagrams.

Collins decided he needed a team of distinguished naturalists to draw up a list of titles, find the right authors for them, and to ensure the highest scientific and literary standards. This became the New Naturalist Board (also called the New Naturalist Committee). Collins persuaded Julian Huxley, one of Britain’s leading zoologists, to head the team, along with James Fisher, a young ornithologist whose book, Watching Birds, had been a wartime bestseller. The pair was joined by the bird photographer Eric Hosking, the botanist John Gilmour, and the geographer, Dudley Stamp, with either Collins himself or, increasingly, a deputy, officiating. The Board had its first meeting in early 1943, and thereafter met more or less monthly in a succession of temporary premises in war-torn London. Each of the editors was responsible for the titles within their professional knowledge, and they took a small royalty from the books for their services. They were loyal to the series and its aims, and, one suspects, shared a sense of mission born of the war and the hopes of the new Britain that would follow it. The original Board oversaw the developing series for 23 years without change until the death of Dudley Stamp in 1966. The last of them, Eric Hosking, served the series for nearly half a century.

The credo of the series was spelt out opposite to the title page of every book. Its aim was ‘to interest the general reader in the wildlife of Britain by recapturing the enquiring spirit of the old naturalists’. This reads a little oddly now – who exactly were these ‘old naturalists’? The style sounds like James Fisher’s and he was probably thinking primarily of people like Gilbert White, the parson of Selborne, whose approach to nature was based on asking himself intelligent questions and trying to find out the answer by observation and simple experiment: ‘the enquiring spirit’. In the view of some, ‘nature study’ had since degenerated into trophy hunting and collecting: pinning, stuffing, pressing and mounting. Fisher wanted to reignite the old spark. The New Naturalists, that is, the modern successors of Gilbert White, would be best served by a correspondingly new kind of book, dedicated to ‘maintaining a high standard of accuracy combined with clarity of exposition in presenting the results of modern scientific research’. Above all, they would be about live animals, not dead ones.

It all sounds rather formidable and challenging. Natural history was to be revitalised by the latest developments in genetics, behaviour and, above all, ecology and conservation, simplified as far as possible for a lay public, but never oversimplified. In practice it meant that many titles were written, with varying degrees of literary skill, by university professors and other academics; some even became set books for the Open University and other educational institutions in the 1960s and ‘70s, and were published in paperback to match student budgets. Did the books succeed in their lofty aims? Some did. A few were too dry or overspecialised, and quite often the academic authors strained too hard to be impersonal even when describing their own, sometimes mould-breaking, research. At their best, though, with The Sea Shore, say, or The Wild Orchids of Britain, there is a happy and constructive meeting of new science and old natural history. And some of the best books in the series were written by ‘amateur naturalists’, like W. S. Bristowe’s The World of Spiders, or, among the monographs, Ernest Neal’s The Badger.

The New Naturalist ‘credo’ promised that wild animals, birds and plants would be ‘portrayed in the full beauty of their natural colours, by the latest methods of colour photography and reproduction’ (this promise was quietly dropped once the colour content dropped to almost zero!). The phrasing sounds old-fashioned now, but in 1945 colour film was scarce, and so slow that it could only capture wildlife if it remained obligingly motionless. For the colour plates of Butterflies, published in 1945, live butterflies were said to have been photographed for the first time in colour against a realistic (but not necessarily natural) background.

The first New Naturalist titles were Butterflies by E. B. Ford and London’s Natural History by R. S. R. Fitter. This was to be a numbered series, and, since things never go exactly to plan, these were numbers 1 and 3. There was never any particular order to the titles. The reason why New Naturalist number 1 happened to be Butterflies was that it was the first book to be completed. London’s Natural History was not even on the original wish list. Its author, Richard Fitter, had been asked to write about the Thames Valley but said he preferred to do a book on London. There was, in fact, a fair amount of randomness to the whole process. Many planned books about the forthcoming National Parks or about bird habitats, or even major topics like fish or ferns, were never completed (or not until decades later). Sometimes the Board responded positively to a suggestion, for example for a title about bumblebees or the folklore of birds, especially in the early days when it seemed that the public was ready for almost any subject so long as it was attractively presented.

In the immediate postwar years the New Naturalists sold like hot cakes. Most of the first titles had initial print-runs of 20,000 or even 30,000, and so are still common (though in variable condition) in secondhand shops or on the internet. From about 1950, the sales slackened, partly because of the rising costs of printing, especially colour printing, and also, probably, because the series had lost its initial lustre and punch. The average print-run of titles published in the 1950s was only half that of the ‘40s, while the total sales of most of the new titles published after 1960 were in only four figures (and remain so today).

What, then, made this the longest-running and most highly regarded natural history series of them all? A good start was important, permeated by that messianic wartime vision of the future. The books had things to offer that were new and exciting: colour photography, new ways of seeing wildlife, most notably in the context of their homes and habitats, glimpses of the vast worlds of ecology and evolution behind the lives of familiar animals and plants. The books themselves were attractive and produced with care with hard-wearing buckram bindings, gold-blocking of the title and colophon, and the good printing and layout for which Collins was famous. Being numbered and in standard livery, they were collectible, and became more and more so as the titles accumulated. They were reasonably priced, at 16 shillings in 1945. They sat nicely in the hand and handled well, neither springing shut nor falling flat. They even (or is this just us?) smelled nice, of hayfields in late summer. And then there were the jackets …

The jackets. We come to it at last. The first New Naturalist jackets were bold, imaginative and quirky, quite outside the usual run of natural history book design. They lacked detail or line and yet there was something about them that struck the eye and invited the curious to take down the book and open it. If there was anything remotely like them in the bookshop, it certainly wasn’t on the natural history shelves. On each of the early titles, the letters ‘C&RE ‘appear, followed by the date. Who or what, some must have wondered, was C&RE? Let’s begin with that.

C&RE: A SHORT BIOGRAPHY

The letters C&RE on the New Naturalist book jackets stand for Clifford and Rosemary Ellis; their names are usually spelt out in full on the rear fly leaf. Today these jackets are their best-known work, though book lovers may know some of their other jackets before and after the war, for the Collins Countryside series in the 1970s, or their design for John Betjeman’s Collins Guide to English Parish Churches. Within the art world they are remembered more as innovative teachers, Clifford Ellis having run the Academy of Art at Corsham Court for a quarter of a century with his wife Rosemary as a leading member of the staff. But information about them is quite hard to come by. There is no biography, and very little about them on the internet. I attempted a short biography of ‘C&RE’ (as I shall call them) and their work for my book, The New Naturalists (1995), with the help and cooperation of Rosemary and her two daughters, Penelope and Charlotte. This more detailed account builds on that foundation, and, once again, I have relied heavily on information and comments from the family.

Clifford and Rosemary Ellis were at once husband and wife and an artistic partnership. Their collaboration began in 1931, the year of their marriage, and subsequently almost all their published freelance work is signed jointly. By the time the New Naturalist jackets were designed they had taken to using the cipher c&re to express their joint authorship. Such consistent use of a joint cipher is unusual, and needs a little explanation. The initials were put in alphabetical order, not out of any sense of seniority. In the 1930s and ‘40s, ‘r’ sometimes preceded ‘c’ to indicate where she was the initiator and had carried out most of the work. Penelope Ellis explained that its point was that they considered their freelance design work to be the product of two minds ‘collaborating in flexible harmony’. They seemingly never discussed with a third party who did what, and their work on book jackets was usually done behind closed doors. Both were distinctive artists and respected each other’s styles and preferences. The handwriting on the surviving New Naturalist artwork jackets is invariably Clifford’s (as is most but not all of the correspondence), but it would be wrong to assume that the hand that held the brush was normally his. The final artwork was only the last stage in a lengthy process of sketching and thinking, selecting and eliminating, and the creative impulse behind the design was, as they saw it, an equal joint effort. ‘c&re’ indicates a rare and complete fusion of creative thought.
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Carting: two straining horses, carter and part of a hay wagon by Clifford Ellis, 1925. Sketch on rough paper in pencil and sepia wash (27.7 x 41.6 cm).



Clifford Wilson Ellis was born in Bognor, Sussex on 1 March 1907, the eldest of four children born to John and Annie Ellis. Artistic talent ran in the Ellis family. His father was a commercial artist, while his paternal grandfather, William Blackman Ellis, was not only a painter and naturalist but, for a time, a skilled commercial taxidermist. ‘Grandfather Ellis’ was also a countryman in the old-fashioned sense with a deep understanding of the land and its wildlife (in Clifford’s boyhood he kept a tame otter which was allowed to roam over part of his house in Arundel).

Another well-known artist in the family was Clifford’s ‘Uncle Ralph’, Ralph Gordon Ellis (1885–1963), a landscape painter and designer of inn signs. During his long career he designed hundreds of signs, especially for the Chichester-based Henty & Constable brewery. One of them, for ‘The Mayflower’ in Portsmouth, was the subject of a postage stamp in 2003. A blue plaque now marks his former home on Maltravers Street, Arundel. Around 1950, Clifford took his younger daughter, Charlotte, to Uncle Ralph’s studio, and she remembers him explaining to them both how inn signs are designed to make an impact from a distance, well above eye level, and how that was a very different matter from being seen close to, on the easel. Clifford, in turn, was to become fascinated by the way subjects are transformed when seen at different angles or against different backgrounds.

In 1916, his father having joined the Royal Engineers and been sent to France on active service, the nine-year-old Clifford spent several formative months with his grandparents at Arundel while his mother, expecting another baby, coped with her two small children at her parents’ home in Highbury. On vividly recalled walks with Grandfather Ellis, Clifford discovered nature and wildlife in the unspoiled West Sussex countryside, including the magnificent great park of Arundel Castle with its herds of deer – an experience, enhanced on subsequent holidays, that made a profound and lasting impression on him. From Grandfather Ellis he learned how to preserve and stuff animals, as well as to arrange their pose and painted backdrop to make them look as lifelike as possible. There are family memories of the young Clifford boiling small mammals to reveal their skeletons, and, once, his causing consternation by fainting halfway through the dissection of a rabbit. Clifford also acquired an assortment of slightly unorthodox pets: lizards, frogs and stick insects.

In November 1916, following the birth of his sister, Clifford rejoined his mother and family in Highbury to sit the Junior County Scholarship which enabled him to attend the Dame Alice Owens Boys’ School in Finsbury. He was by now what his later colleague and fellow teacher Colin Thompson described as ‘a voracious reader’, a habit he kept up all his life. He became a frequent visitor to London Zoo which he used as a kind of living reference library to study the way the animals moved and behaved. Throughout his life he enjoyed visiting zoos, exhibitions, galleries and museums, both at home and abroad, filing away perceptions and images in his mind. ‘Clifford was deeply interested in visual communication,’ recalled Charlotte. ‘His visual memory was extensive and nearly always deadly accurate.’ The jacket of British Seals, for example, was based on his memories of the postures of seals at London Zoo.
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Clifford and Rosemary Ellis (1937), in their studio with the cartoon for the mosaic floor for the British Pavilion, Paris Exhibition of 1937. Photo: Kate Collinson/Norman Parkinson Studio (Kate Collinson was Rosemary Ellis’s sister).



After leaving school, Clifford attended two full-time courses in London art schools, first St Martin’s College of Art, then the Regent Street Polytechnic, before taking University of London postgraduate diploma courses in art history and art education – where he was particularly inspired by the innovative ideas of Marion Richardson. All this time his perceptions of art were expanding. From his family he had thoroughly absorbed the William Morris-derived notion of ‘art for all’ – the infusion of artistic principles in the arts and crafts, as expressed in commercial art such as posters and advertisements. As far as he was concerned, natural history, art, educational theory and graphic design were interlinked aspects of a whole. Visits to exhibitions by progressive artists like Paul Cézanne, or the opportunity of seeing Paul Klee paintings brought to lectures by Roger Fry, opened his eyes to their freshness of colour and the visual impact of forms reduced to their essentials.
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Leaves from Rosemary Ellis’s scrapbook of c. 1944–5, made up of fragments of designs, collage and printed, in watercolour, pen and printing ink, double spread (23 x 37 cm).
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Having been a student teacher at the Regent Street Polytechnic, in 1928 Clifford became a full-time member of staff there. He was placed in charge of the first-year students and taught perspective – a technique and skill he mastered with ease and whose historical development always fascinated him. One of his young students there was his future wife, Rosemary Collinson. Born in Totteridge, North London in 1910, Rosemary, like Clifford, came from a family of craftsmen and artists. Her grandfather was F.W. Collinson, a leading designer of art furniture and co-founder of the fashionably aesthetic firm of Collinson & Lock. Her father, Frank Graham Collinson, trained as an artist and cabinet maker before going into the family firm and subsequently founding his own furniture business, Frank Collinson & Co, Designs for Decorations & Furniture.

Rosemary was also related to a famous writer, her maternal uncle, Edward Clerihew Bentley (1875–1956) – ‘Uncle Jack’ as Rosemary knew him – the leader writer and author of innovative modern detective novels, notably Trent’s Last Case, who, while still at school, had invented the ‘clerihew’, the humorous rhyming form of verse named after him. His subsequent published volumes of clerihews had great popular success and many eminent emulators.

Rosemary’s father had joined the Volunteers where he rose to become colonel, a rank he retained on their later absorption into the Territorial Army. He served in the Great War at that rank, initially in training but soon enough on service, first in France and then in Italy. There, having survived the war, he succumbed to the terrible worldwide flu epidemic in 1919. Rosemary, with her sisters and brothers, had been taken by their mother to live with her parents in their large house at Netley Marsh in the New Forest. Rosemary therefore had a similar, if lengthier, formative experience to Clifford’s, of a wartime country childhood. She, too, developed a deep fascination for nature and animals in and around the Forest, and always retained particularly fond and vivid memories of her grandfather’s pigs and rare-breed herd of Gloucester park cattle. After the war Rosemary and her younger sister moved with their widowed mother to London; their elder siblings had, by then, flown the nest.

PICTURES FROM THE THIRTIES

Clifford and Rosemary married in 1931. Rosemary brought to the artistic partnership an instinctive eye for colour, tone and composition; she had a quick mind and the ability to master a new medium at speed. They shared the same open, enquiring spirit, branching out at various times into sculpture, mosaic (including an important commission for the design and laying of the mosaic floor for the British pavilion at the Paris Exhibition in 1937), ceramics and modelling, needlework and mural painting. But their distinctive sense of colour and design is nowhere better seen than in the posters they designed in the 1930s. Posters in the 1920s and ‘30s were often designed with great care and dash, even those that were advertising a product. They became an art form pursued by progressive artists on both sides of the Atlantic in which an image was used to convey a powerful message. Successful poster art needed to say something clearly, simply and, above all, memorably. Distilling a sometimes complex idea into a single image exercised the brain quite as much as a large canvas or sculpture. In their day many leading artists designed posters in the prevailing spirit of ‘art for all’, as a means of bringing art centre-stage into the lives of ordinary people. Among the rising generation of British artists designing posters and book jackets at this time were Ben Nicholson, Graham Sutherland, Edward Bawden, Eric Ravilious, Barnett Freedman, Paul Nash and the American graphic designer, Edward McKnight Kauffer – more or less a Who’s Who of contemporary British art. The 1930s were, arguably, the high noon of poster art in Britain. Every image, said the artist John Berger, ‘embodies a way of seeing’ (Bernstein, 1992). The artist’s job was to see something as if for the first time, and to communicate that insight.

Clifford and Rosemary designed many posters during the 1930s, for the Empire Marketing Board, for Shell-Mex and BP Ltd, for the great Frank Pick, inspirational Chief Executive of the London Passenger Transport Board, and for the Post Office, as well as lithographs for Lyon’s Corner House (‘the Teashop Lithographs’), all of them institutions that found reasons for persuading top artists to produce work for what one called ‘the art gallery of the street’. Paul Rennie described the Ellis’s poster style as ‘painterly’, effectively building up their designs as a succession of separate colour printings. ‘These combined the expressive style of the early design reformers with a Fauvist-inspired colour palette’ (Rennie, 2008).
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BP Poster by Clifford and Rosemary Ellis, 1932, printed lithographically by Vincent Brooks, Day & Sons Ltd (75.6 x 114 cm).



Some of their posters were intended for specific events, such as test matches, while others were part of a public service for educational and cultural establishments such as museums, galleries and gardens. One of their first major commissions, from 1932, advertised Whipsnade Zoo above a banner suggesting that BP Petrol was the ideal medium for your car journey to the zoo. Designed to catch the eye of a passer-by (the original poster measured 45 by 30 inches), it is an unforgettable image of four wolves staring wide-eyed from the trees with not a cage or bar in sight. Like so much of their work, this image was based on close on-the-spot observation. Rosemary’s memory was of the young Clifford and herself walking to Whipsnade over the downs by night, and choosing a dry ditch to take a nap, waking to find the wolves staring at them.

Another important sponsor of commercial art was Shell, which later showcased some of the best poster design from the 1920s and ‘30s in The Shell Poster Book (1992). The man responsible, a counterpart to Frank Pick at London Transport, was Jack Beddington, who persuaded the company to allow artists to produce designs in their own way with a minimum of commercial interference. Together, the Shell collection advertises not so much the corporate brand as the British landscape and way of life, while, seemingly incidentally, presenting Shell in the guise of a patron of artistic good taste. One of c&re’s Shell designs, dated 1934, shows Lower Slaughter Mill in Gloucestershire as an image of a lost rural England of millstreams, sleepy willows and a village lane empty of cars, painted in pure greens, ochres and reds. It is signed ‘Rosemary and Clifford Ellis’, and hence was a Rosemary-initiated design. Another poster, a joint work done the same year, has an array of antique artefacts, including a grinning stone gargoyle, within a ruined abbey and assures us with a wink that ‘Antiquaries Prefer Shell’.
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London Transport bill, Winter Visitors, by c&re, 1937, printed by Dangerfield Printing Company Ltd, London (25.5 x 73 cm).
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London Transport window bill by c&re advertising Test Match at The Oval, 1939, printed by Sir Joseph Causton & Sons Ltd, London (25.5 x 31.5 cm).
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London Transport window bill, Come out to live! by c&re, 1936 (25.5 x 31.5 cm).



It is quite easy to spot a poster by Clifford and Rosemary Ellis even without the cipher. The colours are fresh, bright and without outlines, the designs simple and bold, and the foregrounds and backgrounds juxtaposed in a characteristic way. They often express an idea rather than a product. With hindsight one might discern elements of the New Naturalist jackets in their poster of a trout fisher’s tackle over the legend ‘Anglers prefer Shell’. Their taste for open-air scenes of nature is still more evident in a quartet of metre-tall images commissioned by London Transport, entitled simply, ‘Wood’, ‘Heath’, ‘Down’ and ‘River’, each symbolised by a lively graphic representation of a wild bird, respectively a green woodpecker, an owl, a kestrel and a heron. In the background of each one, people are having fun: ramblers ask a shepherd for directions; a man and his girl choose a spot for their picnic; a dad gives his child a piggy-back ride. Nature is accessible and enhances life.

From 1934 to 1937, the couple also designed dust jackets for novels published by Jonathan Cape, having caught the eye of a young editor, Ruth Atkinson. These were printed in a similar way to a poster, by lithography and in three colours, and they were executed in a modernist style that brings together intriguing elements from the story. Clifford and Rosemary always liked to read the book before they started work on the jacket. I have never heard of North-West by North by Dora Birtles, or The White Farm by Geraint Goodwin, let alone read them, but their striking jackets would certainly make me want to take up the book and open it.

By 1936, the couple, with their year-old first child, Penelope, had moved to Bath where they had both been offered teaching posts. Rosemary became the art teacher at the Royal School for Daughters of officers of the Army on Lansdown, while Clifford took up an appointment as assistant master at the Bath School of Art, then part of the city’s Technical College. Initially he taught art to 12- to 14-year-olds preparing for local trades skills, such as bookbinding, painting and decorating. He must have made a great impression because, two years later, he was appointed headmaster.
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London Transport window bill, Summer Is Flying, by c&re, 1938, printed by Johnson, Riddle & Co, London (25.5 x 73 cm).



Meanwhile, shortly after their arrival in Bath, Clifford and Rosemary joined the Bath Society of Artists, where they were soon elected onto the committee for the Society’s annual exhibitions. Among the many artists they came to know was the painter, and sometime pupil of Sickert, Paul Ayshford, Lord Methuen (1886–1974), as well as the famous ‘grand old man of British painting’ himself, Walter Sickert. The now aged and venerable Sickert, with his third wife, the painter Therese Lessore, had moved to Bathampton in 1938, where they lived in what was to prove their last home at St George’s Hill. Ailing but still active and ever quizzical, Sickert proposed to Clifford in March 1939 that he teach at the Art School once a week, free of charge. His offer was eagerly accepted, and Sickert would talk and reminisce for two hours every Friday to Clifford’s students, continuing to do so until his health failed him in the early years of the war. Clifford and Rosemary were to be of great help to Therese Lessore in the hard task of caring for Sickert during his final illness up to his death in January 1942.
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In 1939 Modelling for Amateurs by Clifford and Rosemary Ellis was published in the Studio ‘How to do It’ series (a revised edition was published, again in two formats in 1945). By then, the Ellises were at the heart of the local art world, teaching, and producing innovative freelance work. Then World War II intervened.

CLIFFORD AND ROSEMARY’S WAR

The art school remained operational throughout the war, even after being transferred to and then bombed out of its wartime Green Park buildings during the ‘Baedeker’ air raids on Bath. Remarkably, under the circumstances, a fine if less spacious house was made available in Sydney Place. Clifford saw the war in a positive light as an opportunity for sharing ‘a deeper and richer life’ through the dispensation of the arts. When war was declared, Clifford was 32 and unlikely to be called up. But he certainly did his bit. He joined the local Home Guard (and said long afterwards that Dad’s Army got it spot on). He also worked as a camouflage officer and instructor, working out how to make factories look like ordinary rows of terraced houses when seen from the air. Moreover he was invited to contribute to the ‘Recording Britain’ programme instigated by Kenneth Clark. The programme gave official work at home to many artists not commissioned into the services under the auspices of CEMA (Council for the Encouragement of Music and the Arts). In this context, Clifford made a pictorial record of Bath’s bomb-damaged buildings of architectural importance, as well as of the city’s beautiful iron railings and gates before they were removed, supposedly for turning into tanks and planes. Clifford succeeded in saving some of the best examples, but most of the Georgian, Regency and Victorian railings removed in Bath, having (like those removed from London and other cities) proved useless for military purposes, were later dumped in the North Sea. In addition to running the Art School and his continued active involvement in the Bath Society of Artists, Clifford also founded the Bath Art Club in 1940 where, throughout the war on Monday evenings, he sustained a remarkably wide-ranging and inspired programme of notable guest lecturers, including Kenneth Clark, John Summerson, Nikolaus Pevsner, John Piper, Geoffrey Grigson and Lawrence Binyon.
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Rosemary, meanwhile, was pursuing her teaching at the Royal School. However, since its buildings, like so many in Bath, had been requisitioned by the Admiralty for the duration of the war, the School had been evacuated to Longleat House, near Frome. This meant that Rosemary underwent a lengthy daily round trip by bus and bike (she hid her bicycle behind a telephone kiosk near the bus stop). She nonetheless found time to make some delightful pen-and-wash studies of the girls’ incongruous occupation of the magnificent Longleat interiors, and of buildings in and around Bath. And, by the end of the war, she and Clifford had their second daughter, Charlotte, born in 1945.

The art school premises at Sydney Place were cramped, and Clifford worried that, as people returned from the war, they might very well be taken over for housing. It occurred to him that were the Bath School of Art to become a residential art college it did not need to be in the middle of the city, and that a suitable rural location would in many ways be preferable. And, as it happened, Lord Methuen’s country seat at Corsham Court, a fine Elizabethan mansion, altered and enlarged in the eighteenth century, was about to be returned to its owner after being used by the War Department as a convalescent home for injured troops.
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Book jacket designed by C&SE and printed in four colours by Collins, published in 1958. John Betjeman liked it.
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Jackets designed for Jonathan Cape by C&SE, printed in three colours.
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London Transport window bill advertising London Zoo by C&SE, 1939, printed by Dangerfield Printing Co Ltd, London (25.5 x 31.5 cm).



‘It was one of those flukes which doesn’t occur very often,’ recalled Clifford. ‘It was a matter of finding somewhere … with a bit more space than we had got then at Sydney Place … I made a mental note of likely places and Corsham Court was top of the list. I telephoned Lord Methuen and asked him what he was going to do when he got rid of the convalescent hospital and he said he wished he knew, so we arranged to meet
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