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Background
   The origins of the White Stag Group lie in London’s Fitzrovia in the 1930s. The Group was one of numerous artistic fraternities whose members lived and worked in the area immediately to the west of Tottenham Court Road and north of Oxford Street, and who were interested in the avant garde, especially as it emanated from France. Like most of these groups, the White Stag artists were in fact part of a movement that had its beginnings in the Bohemianism of mid- and late-nineteenth century Paris, a movement that can be traced back to Henri Murger (1822-61), whose Scènes de la vie de Bohème, published in 1851, the source of Puccini’s opera, were to influence generations at home and abroad by their romance and idealism and which were later reinforced in their potency by Théophile Gautier’s creed of ‘art for art’s sake’ (l’art pour l’art), George du Maurier’s Trilby (1894) and similar works. A sense of rebellion in the face of social conformity, often expressed by an emphasis on sexuality, issues of life and death and a delight in the anti-mimeticism of the ‘beau idéal’ and, above all, a desire for the romantic life centred on the artistic garrett, characterized these artists. It is not surprising that in time such idealism should have established itself in London. The militant aestheticism of Gautier’s art for art’s sake, which he set out in the preface to his novel Mademoiselle de Maupin (1835-6), became the manifesto of the avant-garde. It was to underpin all that was seen as progressive in the arts throughout the fin de siècle and into the early era of modernism, notably in England. Gautier’s aesthetics also influenced Baudelaire, who dedicated his book of poems, Les Fleurs du mal (1857), to him, ‘au poète impeccable’, ‘au parfait magicien ès lettres françaises’, a point, as we shall see, not lost on Kenneth Hall. The White Stag artists certainly cherished these Bohemian dreams, but they were different from most of their contemporaries in that they combined an interest in the artistic avant-garde with an enthusiasm for the newly emerging discipline of psychotherapy.

   The White Stag Group was founded in 1935 by Basil Rakoczi and Kenneth Hall. Rakoczi was born in London in 1908 of Hungarian and Irish parentage.
 Brought up by his mother and his stepfather, Harold Beaumont, he was known as ‘Basil Beaumont’ until about 1933 when, probably for reasons of perceived glamour, he adopted the name ‘Rakoczi’. Rakoczi’s childhood was spent between Brighton and France, with occasional periods in Brughes, where he attended the College of St Francis Xavier. Later he studied art in Worthing and Brighton, before going to the Académie de la Grande Chaumière in Paris. In true Bohemian fashion, Rakoczi developed what became a lifelong interest in gipsy lore, the occult and related activities. In the late 1920s and early 1930s he worked for a time as an interior decorator and commercial artist before turning his attention to painting and psychology. In 1930 he married Natacha (Tasche) Mather, by whom he had one son, Anthony (Tony), but the marriage failed a year or so later and was eventually dissolved in 1938.
   In about 1933 Rakoczi met Herbrand (Billy) Ingouville-Williams who was at the time a mature student of medicine at Cambridge, and they formed a close friendship that was to last until Ingouville-Williams’ death in March 1945.
 Ingouville-Williams, a distant relative of Sir Winston Churchill, had been wounded while serving in the First World War, an experience which, literally and metaphorically, left a permanent scar on him. When he met Rakoczi he was in the midst of a disintegrating marriage and was seeking new interests. His wife, Xenia Poushkine, whom he had married in 1927, was the eldest daughter of Senator Poushkine and his wife (née Princess Galitzin), a former Russian Grand Duchess. By the early 1930s the couple had begun to live apart and were contemplating divorce. Rakoczi’s bohemian world of art came as a revelation to Ingouville-Williams, who, perhaps for the first time, found company in which he was at ease. ‘I should be so much happier living quietly with Benny [as Rakoczi was known to his friends], meeting artists and musicians and interesting people with ideas,’ he wrote to his mother. ‘Benny is really a wonderful friend,’ he went on. ‘I can help him to be a great artist, chiefly by giving him enough food to eat and coal to warm him … You wouldn’t think it, but his is a strong, resolute character under that child-like exterior, with extraordinary will-power and great discretion.’
 
   Ingouville-Williams had also begun to study psychology and he introduced Rakoczi to the subject, which was to remain a lifelong interest for him. Rakoczi’s subsequent work in psychology, which was extensive, was based mainly on his own experiences in the mid 1930s with the analyst Karin Stephen,
 under whom he underwent what he termed ‘a full Freudian analysis.’ In late 1933 Rakoczi and Ingouville-Williams established the Society for Creative Psychology at Rakoczi’s studio, number eight Fitzroy Street, London, their aim being to develop the techniques of Freudian psychological analysis. The Society arranged lectures and group work at number eight and soon became a thriving part of the Fitzroy Street community.

   In July 1935, at one of the Society’s meetings, Rakoczi was introduced to Kenneth Hall, a self-taught artist who, much like himself, was struggling to find a sense of direction in life. Born in 1913 and brought up in Farnham, Surrey, Kenneth Hall was educated at Lancing College. On leaving school he studied agriculture briefly before working with a firm of interior decorators in London. Hall was passionately interested in the theatre and ballet and also wrote poetry. He was, however, prone to periods of depression which plagued him throughout his adult life. In his reminiscences of war-time Dublin, Sean Dorman, whose monthly magazine Commentary supported the White Stag movement, left a sympathetic pen-portrait of Hall. He was, said Dorman, ‘a withdrawn man of great independence, great pride, and great poverty,’ who lived in Dublin in his own room on two pounds a week. He continued: ‘If he was slow to offer help to others, it was because if he gave his word he meant to see it through. When Margaret [Dorman’s wife] and I at a later time asked for help from our artist friends in setting up a stall to sell my magazine “Commentary” at the Dublin Book Fair in the Mansion House, while many rushed to say yes, Kenneth Hall said no. When the day came, no one was there—except Kenneth Hall. He said that he could spare us an hour. By the time that he left he had given us four.’

   The meeting of Rakoczi and Hall was the coming together of two like-minded individuals and immediately they felt a sort of kinship with one another. To cement their relationship, they formed themselves into what they called the White Stag Group, their aim being to promote the advancement of subjectivity in psychological analysis and art. Rakoczi and Hall remained, strictly speaking, the only ‘members’ of the Group, but from the beginning they were joined by Juan Stoll, Enid Mountfort, Elizabeth Ormsby and others in their activities. The headquarters of the Group, as for the Society for Creative Psychology, was number eight Fitzroy Street and the symbol they adopted, a white stag set on a dark ground, was an emblem of Ingouville-Williams’ family.
 For much of Rakoczi’s life he used a white stag as a personal symbol, for it appears on a range of his publications dating even till the 1970s.
   Although psychology continued to dominate Rakoczi’s activities, and he earned a meagre living as an analyst, he and Hall soon began to develop their ideas on art and arranged a number of one-man and group exhibitions at the Fitzroy Street address and elsewhere in London. Lucy Carrington Wertheim, who ran a gallery in Burlington Gardens, specializing in the work of young artists, was one of the first people to spot their talents and, more that anyone, she promoted them in these years.
 During the late 1930s Rakoczi and Hall travelled frequently to France and elsewhere on the Continent. In the spring of 1938 they had a prolonged stay in Greece while Rakoczi, amid the dissolution of his marriage, sought legal custody back in England (his case was successful) of his son, Tony. These were emotional times, as Hall wrote to Rakoczi from Paris. ‘Somehow I feel that now we are over bound to Greece and one day we will go back and live there.  I cannot forget the olive groves at Delphi and yet I have seldom been unhappier in my life than I was in Greece—it is strange.’
 And the following January he wrote to Lucy Wertheim saying that he had hoped to get to London for Christmas, but hadn’t the fare. In the event he stayed in France till April 1939. Yet despite his difficulties he was determined to paint, ‘though everything at the moment is empty: political situation [the Second World War was only months away] emotional disturbances, financial depression and what ever comes along.’ And he went on, commenting on a letter he’d received from Mrs Wertheim: ‘I loved what you wrote in your letter about being alone and withdrawing into oneself—it is from that one gets the energy to produce I feel. Sometimes I almost wish I knew no one intimately and was more and more alone.’ But, he continued, ‘love does give one the calm and freedom necessary.’ He was at the time much worried about his debts, although ironically he was happiest, as he put it, when ‘up to the eyes’ in debt!
 A couple of weeks later Rakoczi wrote from Cassis, where he had gone to recuperate from a bout of illness, saying that he had taken a house and that while his work was going well, he missed his friends. ‘I can’t bear being away from Tony and you any longer,’ he said; ‘I have been so sad at moments—so desolate.’ Nevertheless, he continued, ‘I feel my old bohemian self’ returning.
 On these trips abroad, and especially while in Paris, Rakoczi and Hall encountered other artists and absorbed the latest trends in art—in the summer of 1938, through Lucy Wertheim, for instance, Hall met Kandinsky, Wilhelm Uhde and Gertrude Stein in Paris—all of which, besides their study of psychology, began to influence their own painting. Their travels are reflected, too, in the titles of their paintings and in some of their subsequent exhibitions, such as Hall’s Paintings of Cap d’Ail, where he had gone in January 1938, held at the Wertheim Gallery, London, the following September.

   This, then, is the context in which the White Stag Group emerged. Although firmly established in its philosophical ideal and aesthetic activities, the deteriorating international situation throughout 1938 and 1939 were constant threats to those activities, so that it was only after their flight to Ireland in late August 1939 and their move to Dublin early in 1940 that the anticipated work of the Group really got underway. In effect, therefore, the White Stag Group is an Irish phenomenon.
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The White Stag Group in Ireland
   Rakoczi, Hall and Ingouville-Williams were pacifists and, as the war coluds gathered over Europe in the summer of 1939, accompanied by Tony Rakoczi, they decided to go to Ireland in the hope of avoiding the impending hostilities.

   To begin with they went to the West, arriving in Galway at the end of August. Hall, who had for some time suffered with an ailment in one of his ears, stayed in the city for a week or two having medical treatment while Rakoczi and Ingouville Williams (whose largesse towards Rakoczi continued) rented cottages near Delphi, just a few miles from Leenane on the shores of Killary Habour in County Mayo. Hall’s circumstances, however, were dire. He had little or no income and, having gone to Ireland to avoid conscription, his family had cut him off completely. However, his father recanted his harshness and agreed to let him have an allowance of two pounds per week, which he continued to send for the duration of the war. ‘It is hardly as grand as my old allowance and paying debts will be difficult but at least it is enough to live on and so we breathe again,’ he told Rakoczi.
 Fortunately Hall was soon well again and moved to a cottage of his own near Delphi. A year or two later, in his autobiography, he recalled their hopes and trepidations at the time in a manner delightfully reminiscent of Gertrude Stein.

We met in Galway and as we were getting away from the war we would get away from it and be in the country away from it then in those days we did not know where the war was or what it would be it might be in Ireland any time and any place might be bombed so Benny looked at a map for Connemara … and we would get away from the war … on Killary Bay.

   To begin with they were happy in the West and did a good deal of work there. ‘We are staying here indefinitely and have no particular plans,’ he told Lucy Wertheim, continuing: ‘Life is very primitive but also nice and homely, oil lamps, peat fire, and water from a stream.’ But the area proved to be excessively remote—‘we never hear any news or see a newspaper,’ he wrote a few weeks later—and Tony’s schooling had to be attended to and so they began to make plans to move to Dublin. Yet Hall was not without his regrets at the impending move. ‘I am so very sorry to be going and would just love to stay on here through the spring and summer but it is not really practical for Benny and Tony and so we will leave at the beginning of March,’ he confided to Mrs. Wertheim.
 On their arrival in Dublin they took rooms at number 34 Lower Baggot Street, and more or less immediately began to revive the activities of the Society for Creative Psychology and the White Stag Group that they had initiated in London.

   Dublin in the late 1930s was a deeply conservative city, the capital of a nation still coming to terms with the reality of political independence. Culturally, successive Irish governments throughout the 1920s and 1930s had sought a sense of continuity with a glorious, but ancient, past, imagining the country to be some sort of rural idyll whose populace lived in perfect harmony with their surroundings. It was, of course, a myth, which was soon to be shattered by approaching events, for the war clouds that gathered over Europe threatened the very independence so recently achieved. Yet, as events worked out, the years from 1939 to 1945 were a watershed in Irish cultural life, as many of the influences which formerly appeared as threats—Post Impressionism, Cubism and Surrealism in particular—were gradually assimilated into artistic consciousness. Moreover, by the early 1940s a younger generation, of whom Mainie Jellett, Norah McGuinness and Louis le Brocquy were the most influential, began to make their presence felt in the visual arts. It was in this milieu that Rakoczi and Hall now found themselves.

   Rakoczi soon established a clientele for his sessions of group work and psychotherapy and these were a useful source of income to him. Hall’s circumstances, however, remained grim, as he confided to Lucy Wertheim: ‘I am rather at my wits end.… The change from the cheap life of Connemara to expensive town life has been altogether too much for the frail state of my finances. I have been in an impoverished state for so long now that I never seem able to catch up with anything and I know it is impossible to go on like this indefinitely.’
 Soon, however, he got a flat that he liked at 30 Upper Mount Street and was relatively happy there. Ingouville-Williams meanwhile had begun to complete his medical studies with the Royal College of Physicians of Ireland and took employment at Grangegorman Mental Hospital.

   The first exhibition of the White Stag Group to be held in Ireland opened in Rakoczi’s flat at 34 Lower Baggot Street, Dublin, on 15 April 1940. The show was arranged by Kenneth Hall, who invited the various artists to contribute and selected the works, the exhibitors sharing the incumbent costs of mounting the exhibition amongst themselves.
 The exhibition, which contained works by eleven artists (see Chronology of Activities) was a critical success, the Irish Times (16 April 1940), for example, noting the ‘fundamental freshness and originality’ of the works, while the Evening Standard (16 April 1940) commented that ‘Whether one likes, or does not like, “modern” art, one will be pleased and interested by the exhibition.’ ‘The exhibition has really been an amazing success and we are quite staggered by the reception it has received,’ Hall informed Lucy Wertheim a few days after the opening. ‘All Dublin,’ he said, ‘seems to have heard of it and to be interested and the keenness about all artistic matters here is certainly extraordinary to one used to London apathy.’
 Amongst those who visited the show were Dermod O’Brien, president of the Royal Hibernian Academy, and Sarah Purser, at that time the doyenne of the Dublin art world. ‘She is over ninety and really rather a wonderful and fascinating old lady,’ Hall told Mrs Wertheim on the 10 June. Already the core supporters of the White Stag movement, many of whom had fled London on the outbreak of war, were in Dublin. Rakoczi and Hall, of course, were included in the exhibition as were Nick Nicholls, Anthony Reford and Georgette Rondel. That they were joined by such a prominent painter as Mainie Jellett—‘by far the most important Irish artist of the day,’ Hall noted
—demonstrates that Rakoczi and Hall had quickly made contact with the avant garde of the Dublin art scene. A couple of months later, in June 1940, Nick Nicholls, no doubt spurred by his success in the April exhibition, when the Evening Mail (16 April 1940) had thought he showed a ‘remarkable talent for colour … his is the most interesting set of exhibits,’ held a one-man show of recent works at 30 Lower Baggot Street.

   Despite the success of the spring exhibition, the strain of the war and refuge in Ireland began to tell on Hall. ‘I am very tired of Dublin at the moment and thinking too much about the war … I feel quite out of the mood for any work but hope the desire to paint will revive when I get to Achill,’ he wrote to Rakoczi, who was already on Achill, staying with Dorothy Blackham, in July 1940.
 Rakoczi was clearly eager to accommodate himself with the Dublin art world and at the time asked Dorothy Blackham to propose him as a member of the Society of Dublin Painters, but nothing came of the initiative.
 The following October, however, he exhibited four pictures with the Dublin Sketching Club. By then German bombs had destroyed their old haunts in Fitzroy Street, London, as Betty Ormsby, a member of the Society for Creative Psychology in London, reported to Rakoczi on 17 October. Hall’s financial woes continued and one senses his deep distress at his estrangement from his family, something from which he never recovered. Lucy Wertheim in London understood the situation, as she commented to Rakoczi in September 1940: ‘I think it is terrible that Kenneth has to live and work with such difficult conditions. I do wish I could do more,’ she said. ‘The more I see his work the more I love it, and always I am certain that eventually he will come into his own—but the tragedy is that it is so difficult to get folk to realize how good his work is.’

   In October 1940 the second White Stag exhibition, comprising sixty-nine works, opened with an even larger contingent of local and emigré artists. By now Stephen Gilbert and his Canadian wife Jocelyn Chewett had arrived in Dublin from Paris and local artists Dorothy Blackham, Bobby Dawson, Paul Egestorff, Mainie Jellett, Eugene Judge and Patricia Wallace had joined the circle of friends. They were all to remain prominent associates of the Group till the end of the war in 1945. The second exhibition began on 9 October. Speaking at the opening ceremony, Mainie Jellett said that the Group’s intention was ‘to interpret the times in which they live [without being] hidebound to any particular school or cramped by academic conventionality.’
 The show, by and large, was well received by the critics, although the Evening Mail (10 October 1940) thought much of the work was ‘affected.’

   In the early summer of 1940 Kenneth Hall, aided by Lucy Wertheim, had begun to plan a large exhibition of works by White Stag artists and others to be lent by Mrs Wertheim. Mainie Jellett also assisted with the project which was to be held in the Dublin Painters’ Gallery on St Stephen’s Green. Their intention was to open the exhibition in the month of June, but war-time restrictions on the movement of goods meant that it had to be deferred till the following December. By then, however, the Dublin Painters’ Gallery was otherwise occupied (Eva Hamilton had a solo exhibition there at the time) and so, as on the previous occasion, it opened at 30 Mount Street, now known as the White Stag Gallery, Hall having removed to other quarters. This remained the Group’s headquarters till the beginning of 1942 when they relocated to 6 Lower Baggot Street.  Besides those who were now firmly associated with the Group, there were works on loan by such eminent painters as Dufy, Gleizes, Juan Gris, Picasso, Rouault, Sickert, Frances Hodgkins and Christopher Wood. These, of course, were painters with whom the White Stag artists felt an affinity of purpose. Yet that the whole concept of the Group remained little more than a loose association of kindred spirits is evident from remarks Kenneth Hall had made to Lucy Wertheim the previous April, soon after the close of their first exhibition. ‘The White Stag Group really doesn’t signify anything much except Benny and me,’ he said, ‘but the name did head the article in The Irish Times and one of the other papers and many people have asked about it so that it already has some reputation here.’ He went on: ‘I wish to continue its reputation for the sake of the future of our exhibitions.’
 These exhibitions and especially those held in his flat, were a source of income for Hall, for he charged one shilling (five pence) admission and took twenty-five per cent commission on sales in order to defray expenses and to make a little money for himself.

   From now on the White Stag Group regularly held both one man and mixed exhibitions at 30 Upper Mount Street, as well as occasional displays in the Gate Theatre. ‘Altogether we are doing quite well as a group and gallery,’ Hall wrote to Lucy Wertheim. Rakoczi, too, was prospering. He ‘is considered a great asset to Dublin social life with his parties [weekly ‘at homes’] and lectures and other meetings. He is quite successful with his work, too, it seems very much liked,’ Hall noted.
 In fact Rakoczi had held his first Dublin one man exhibition just before Hall’s big mixed show. Opened by the playwright Lennox Robinson on 22 November, Rakoczi considered it to have been ‘artistically’ successful, even though he sold nothing. ‘Among the interesting people who came and talked on the work to me and gave valuable criticisms,’ he commented to his Journal, ‘were Jack B. Yeats who was sweet—Miss Purser who was caustic—Miss May Guinness who invited me to her Sunday soirée … Miss Evie Hone who does such beautiful stained galss in the modern vein—Mr. Sean Dillon and his wife—all our own crowd and artists and friends of the group—Roy Irving—Christopher Carson and St John Barry from the Gate Theatre and so on.’
 His and Hall’s first full year in Ireland had been a remarkable success.

   As a result of their first winter in Ireland, spent at Delphi in 1939-40, Rakoczi and Hall developed a love for the West and subsequently they often returned there. The names of those Irish artists with whom they mixed—Dorothy Blackham, Pat Wallace and others—testify to their association with Achill Island in particular. Hall spent the new year of 1940-1 staying with Dorothy Blackham and her sister, Thea Boyd, at Keel, Achill, where he found the area ‘much lovelier in winter than in summer.’ On New Year’s Day he went with Thea Boyd and Dorothy Blackham to a party at the Amethyst Hotel in Keel, where Stephen Gilbert, Jocelyne Chewett and Noel and Margo Moffett, who were also staying on the Island, joined them.
 Rakoczi, however, remained in Dublin where, despite an enjoyable Christmas, there was unease in the air. ‘We pray every day that Ireland will be kept free from the war. There are fears of a food shortage. We are resigned I think to whatever may befall us,’ he commented to his Journal.

   Nineteen forty-one was a quieter year for the White Stag Group after the rather hectic efforts, especially from Hall, of the previous year, although numerically the Group was now larger. Mixed exhibitions were held in February—when newcomers included Ralph Cusack, E. A. McGuire and Patrick Scott—and November, but Hall’s show in October was his first one-man exhibition in Dublin. It included fifty-one pictures and in the catalogue, which for some reason was in French (Hall was a fluent French speaker), he set out in Baudelaireian terms his artistic ethos:

Je ne suis pas la lune

Je ne suis pas de bois

Sans mon âme

Je veus échapper

Et je veux monter aux arbres

Pour y chercher la Beauté.

If Hall was searching for beauty, it was a point missed by the Irish Times critic (8 October 1941)—‘In none of his efforts is there evidence of much success in attaining his object,’ he commented—although he did admire Hall’s ‘natural gift of colour.’ Amongst the works included in the exhibition was Après la guerre which, with its obvious sense of extreme anxiety, betrays the toll on him of the war years and his self-imposed exile. The pictures on show were all executed in Hall’s recently evolved subjective manner, and were thus new to the public (previously he had shown only four such compositions in a group exhibition). Financially the exhibition was a success, seven pictures being sold, and he also made a modest profit from the venture.
 For the autumn exhibition there were twenty-four contributors, of whom May Guinness, Phyllis Hayward and Noel Moffett were exhibiting with the White Stags for the first time. This exhibition was well enough received by the critics, although to the Evening Mail (10 November 1941) there were ‘not so many of the “what-is-it” type as the “why-is-it” variety which [it said] leads one to suspect, at times, that obscurity is looked on as one of the prime essentials if not an end in itself.’

   By now the White Stag Group were recognized as the leading ‘cutting edge’ artists in Ireland. Nevertheless, after their autumn 1941 exhibition the numbers who contributed to subsequent shows declined, so that from 1942 onwards the core members of the Group were Rakoczi, Hall, Gilbert, Chewett, Nick Nicholls, Phyllis Hayward and Patrick Scott. However, it should be noted that these artists also exhibited regularly at other venues during the war-years.

* * *

   One outcome of his trips to the West was that Rakoczi struck up a friendship with the artist Elizabeth Rivers
 and occasionally stayed in the cottage which she ran as a small hotel at Kilmurvy, on Inishmore, one of the Aran Island. In a letter to Hall, written in June 1942, Rakoczi captured beautifully both the atmosphere there and the company that he and Rivers so much enjoyed:

The cottage [he said] is delightful, miles from anywhere except other tiny villages. Elizabeth Rivers has made it so comfortable ... Miss Hilda Marsh
 … is here with her lovely baby ... I have met Pat Mullen and his son—his father wrote the book ‘Man of Aran’ and has collected legends of the Islands too ... Everyone writes or acts here as far as I can see—Barbara Mullen his daughter was the girl in the film
—Liam O’Flaherty
 went to school here with the man who drives the car for Miss Rivers. Her book ‘This Man’
 is certainly her best work. [And he continued] the strange thing is her ability to draw male nudes—I have never known a woman draw the male body well before … She … is awfully interesting though very reserved … I really think she is a genius mislaid.

And on 3rd October 1942, during another visit to Aran, accompanied by Phyllis Hayward and her son Martin, he wrote Hall: ‘[Rivers] cottage is... all white, the paint is blue—the doors brown!!! ... the furniture is splendid but broken with some wiggles on top and the ceiling is brown ... Poor Betty.  I feel we have all upset her in our several ways this season.’
 Replying to Rakoczi’s letter of 3rd October Hall described how Stephen Gilbert’s painting had recently changed and moved towards the more surrealist works which, in post-war Paris, were to feature amongst the exhibitions of the COBRA Group
 of painters. ‘Stephen,’ he said, has done a tremendous amount of work quite different from his previous periods and much stronger also I think with a tendency to put the paint on better.’ Yet he had his reservations about these new pictures. ‘I was tired and found I had a .... reluctance to look at them ... I suspect I don’t care for them much. I think I should like to see a lot of painting that is gay and charming whatever other qualities it has like Christopher Wood. I am tired of all this intellectuality in myself and everyone else.’ And he continued, tellingly revealing his views of contemporary Irish art:

I made a pilgrimage with Doreen [Vanston] to Mr. Goodman [presumably the critic Theodore Goodman] … He is really quite wild and has hardly a good word to say for the Irish painting or theatre and says that the literature is awful beyond words too. He was about to write an article on Irish art for the Dublin Magazine and tried to be critical as well as kind and said what he thought of Jack Yeats which is much what we think, however, the effort didn’t go down at all well and as he didn’t want to go back on his opinions he had to withdraw the article altogether. I was interested to find someone quite astride ourselves who had more or less the same opinion and experiences of the Irish art world. By the way he seems to be involved in helping Jack Longford organise an exhibition of theatre designs... I gather its all in the distant future.

   Hall and Rakoczi may have had their reservations about the Irish art world, but earlier in 1942 Rakoczi had paid a visit to Jack B. Yeats’ studio and he found the occasion enchanting and memorable. ‘Phyllis Eason and I went to tea with Jack Yeats,’ he wrote. He went on:

He is so courteous and kind, very tender with his guests. He potters about while one looks at his pictures and makes tea behind a screen. His worn face is full of impish humour, he grows animated as he tells a story, he is a wicked little boy or an imp of mischief …One by one he brings his pictures out and puts them on the easel…. Best of his later work I like the ones of streets, houses, tinkers, fairs and of people generally. He paints men beautifully. I do not care for his women so much. Of his painting as a whole, it is uniquely Jack B. Yeats and no one else….It is indeed cheering to find an old man who is such a rebel. ‘There came a time in my life,’ he said, ‘when I decided I would no longer satisfy anyone else but would start to please myself in paint.’

He continued:

He showed us a lot of little cut out figures of pirates, brigands, Zulus, redskins and cowboys and so on, in water colour and ink. These he used to make as a boy, some for his toy theatre and some for book marks….His other early work, often rather sentimental in character, has undoubtedly caught the spirit of an Ireland now past in most parts….He was collecting the letters of his father, the portrait painter old Butler-Yeats—these he read to us—very interesting with some good hints on art here and there. Later his wife [appeared], a charming woman, short, stoutish … and hung about with theosophical chains and oriental jewellery—very intelligent and kind and gay. We had sherry in her room, beautifully furnished with the relics of lovely old furnishings from better days. She showed us Jack Yeats’ only portrait—one of herself. The only time she had seen him work. He never allows anyone to watch him and grows extremely fatigued when working on [his] palette knife pictures which … are so explosive….In this room were pictures by AE, I can never grow to like his work, pencil drawings, most delicate, by old Butler Yeats. A chest decorated in late Pre-Raphaelite style, by Mrs Yeats, work by Jack B. when he was under the influence of the Pre-Raphaelite Brotherhood, and some lovely Japanese prints and Chinese statues and antique furniture and silver. As the sherry circulated, Jack B grew merrier and merrier, capering and waving his arms as he told us one queer humorous story after another, of … families in far away villages, of fairs and circuses and markets. I left them [he concluded] sitting together in the open window gazing out into our [Fitzwilliam] Square, a … happy couple, a delightful man and his adoring and clever but self effacing wife.

Rakoczi’s and Hall’s reservations about Yeats’ work was, however, reciprocated by the elder painter. Although he was sympathetic towards various young painters, including the White Stag artists, Yeats ‘used to gaze intently, and with amusement at their pretentious efforts,’ Hilary Pyle noted.

   Hall was by now quite disenchanted with Dublin, as he wrote to Rakoczi, in Aran, in October 1942. ‘Have a good time and don’t hurry back to this depressing wilderness,’ he said. Later he poured out his innermost thoughts: ‘Oh what I would not give to see someone Bohemian .... The appalling middle classes of [Dublin] seem quite stuffy contrasted against a really enterprising personality.  Shall we ... be human again when we leave these benighted shores?’  An invererate cinema-goer, he’d just seen ‘The Gold Rush’, but preferred ‘Modern Times’.

   A month or two later Rakoczi gained an introduction to the distinguished author Elizabeth Bowen (1899-1973), whose writing he very much admired. He left a memorable record of the occasion in his Journal:

We were to meet in the Buttery [? of the Shelbourne Hotel] and I was awfully nervous. I was glad to find Miss Colley there and Miss Sylvia Cooke Collis
 to hang on to but once we sat down and began to talk I became entirely engrossed by Elizabeth Bowen, who was in some ways like Karin Stephen. But she was tall, beautifully dressed and delightfully made up. Her finger nails were dark red and painted. She was indeed an Anglo Irish woman but with a sophistication that only Paris and the more cultured of the London intellectuals could give. We talked of art—of Duncan Grant and John, of … Virginia Woolf and Vanessa Bell and Angelica—we talked of Bloomsbury and Soho, of Fitzroy St. and Sq. of No. 8. It was an intrancing lunch hour.

* * *

   As a result of his two visits to the Aran Islands earlier in the year, Rakoczi held an exhibition, Watercolours of the Aran Islands, in early December 1942. It was opened by Isabel Douglas and was a great success, ten of the sixteen pictures on display being sold. ‘I think the unconscious homosexuality sold [them],’ Rakoczi confided to his Journal. To the Irish Times (15 December 1942) the pictures had ‘distinction both of drawing and of colour, and the atmospheric observation is sometimes acute.’ For Rakoczi, 1942 was a ‘wonderful year’—his phrase—during  which, as he put it, ‘I found myself in my painting [which] … began to be what I wanted it to be. Before that pictures here and there had been what I wanted them to be but no set of pictures had been.’

   The following year, 1943, was by and large a quiet time for the White Stag Group, although the first half of the year was busy enough. ‘I am now in the thick of a series of exhibitions,’ Kenneth Hall wrote to Lucy Wertheim on 30 March. The first of these was a mixed show of watercolours by Phyllis Hayward, Hall, Rakoczi and Patrick Scott, which was opened on 3rd April by the theatrical designer Carl Bonn. It was followed by another mixed show, of paintings by Stephen Gilbert, Hall, Rakoczi, Scott and Doreen Vanston. While the Irish Times (19 April 1943) had reservations about many of the pictures in the latter show—‘they are mostly products of that dream vision in which it is very difficult to follow the artists,’ it commented—the ’paper did admire the presentation of the exhibition, saying that from the White Stag people ‘many of our galleries and their exhibitors could learn a lot about how to mount an exhibition.’ This show was no sooner closed than Nick Nicholls opened one of his own on 4th May. In its appreciative review the Irish Times (13 May 1943) admired his ‘bright and haromonious colour sense.’ ‘He projects subconscious forms—a “sur-realist” technique.’ His work, the ’paper thought, owed something to that of Miró, but, it said, ‘it has a vitality and expressiveness that are personal’ if, at times, ‘alarming.’

   This was a difficult time, personally, for Nicholls. His mistress, Georgette Rondel, was in England with her husband, René Buhler, who had been deported (on what charge is unknown) amid difficult circumstances at the end of 1941. ‘How is Nick?’ she had written to Rakoczi in January 1942. ‘I hope he will get over it [her defection] soon. I want him to be happy so much, he could not have been with me … I miss him so much.’ And a month later, thanking Rakoczi for a letter, she went on: ‘Thank you so much for giving me news of Nick. I am afraid I always will love him.’
 Alas, Georgette Rondel died following an illness later in 1942—Rakoczi referred to her at the time as ‘an angel and a true Bohemian.’
 Nicholls was understandably distraught at her passing and poured out his feelings in a poem, ‘My Love is Dead’, which he published in The Bell in November 1942:

MY LOVE IS DEAD

Her golden head

Is laid to rest,

Her hands are folded

On her breast,

The flowers have closed her eyes.

My love is dead, O

All on her death-bed lies.

Her mouth is pale

That once was red,

Her heart is still

Her voice has fled,

The flowers have closed her eyes.

My love is dead, O

All on her death-bed lies.
No need to tell

My words are long,

No need to talk

Of right or wrong

The flowers have closed her eyes.

My love is dead, O

All on her death-bed lies.

   Besides the exhibitions just noted, the White Stag artists pursued their individual interests for the rest of 1943, although Rakoczi also continued with meetings of the Society for Creative Psychology and attended H. F. Norman’s Theosophical circle. He was, too, part of a commitee brought together by Margot Moffett, wife of the architect Noel Moffett, to explore the possibilities of mounting an exhibition to examine the influences of the White Stag Group since they had come to Ireland. Others on the committee were Stephen Gilbert, Jocelyn Chewett, Kenneth Hall, Nick Nicholls, Brian Boydell and Thurloe Conolly. ‘It would put a great seal on our work in Ireland if we can succeed in its achievement,’ Rakoczi commented to his Journal.
 However nothing came of the idea till the following year. In June 1943 Rakoczi and Hall borrowed a cottage for a couple weeks at Annamore in County Wicklow and in August they went to Inishmore on the Aran Islands for a break. ‘It is so nice to be down here again,’ Hall wrote to Lucy Wertheim, ‘I love the island so much and feel that I am beginning to know it quite well as I walk a lot here, it is incredibly beautiful.’

   Although Stephen Gilbert was a member of the White Stag circle, Rakoczi was unsure of him, finding him at times prone to ‘argumentativeness’. But he admired his painting nevertheless. Jocelyn Chewett he found charming and very supportive of the Group’s activities. Her work and Stephen’s, he thought had ‘a symbolic aspect.’
 A dark period in the war, the years 1941-3 also brought difficulties for these émigrés in Dublin. ‘I have not said enough of all the terrors, the persecution we all at one time or another suffered from fear of deportation or imprisonment here,’ Rakoczi noted in his Journal. This was especially true of the time of René Buhler’s deportation to England. Rakoczi and Hall had then been staying at Carraroe in County Galway and were advised by friends ‘to hide in the country till the storm blew over.’ Eventually they returned to Dublin, but were often watched by detectives, as Rakoczi put it, ‘day in day out.’ Such treatment was not confined solely to the White Stag artists, but to others as well, so that for a time, as Rakoczi commented shortly afterwards, ‘the false alarms in Dublin made life a nightmare.’
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Exhibition of Subjective Art

   The most influential exhibition mounted by the White Stag Group, and one of the most notable art exhibitions to be held in Ireland during the war years, was the Exhibition of Subjective Art, which took place at 6 Lower Baggot Street, Dublin, from 4th till 22nd January 1944. It was in fact the exhibition which Margot Moffett’s ad hoc committee had deliberated upon the previous summer.
 On this occasion, however, Kenneth Hall, Stephen Gilbert and Margot Moffett were the prime movers in bringing it about, and Hall and Rakoczi selected the exhibits in conjunction with the individual artists. In all, the exhibition comprised fifty-six works by Jocelyn Chewett, Paul Egestorff, Bobby Dawson, Nick Nicholls, Doreen Vanston, Stephen Gilbert, Ralph Cusack, Brian Boydell, Thurloe Conolly, Phyllis Hayward, Basil Rakoczi, Kenneth Hall and Patrick Scott.
 The influential English critic Herbert Read, whom Rakoczi had known in London, wrote the introduction to the catalogue. Read praised the ‘fresh vigour’ of the works on show, which he saw as being part of ‘the main stream of European culture.’ And in words that represented all that Rakoczi and Hall had striven to overcome, he said that modern art was a challenge to lazy habits of thought, to tired senses, uneasy minds and complacency of vision. The artist does not merely record what the camera can record, he went on, rather, it was his job to pierce what he termed ‘the superficial veil of appearances’ to reveal ‘the inner structure’ of things. Supporting the innovative ideas of the White Stag artists, Sean O’Faolain reprinted Read’s essay in The Bell in February 1944 and in London Cyril Connolly picked up on the exhibition and carried a discussion about it in his influential Horizon magazine in May of that year.

   As with all White Stag exhibitions, the works on display were diverse in character, and ranged from surrealist-inspired images to abstracts, semi-representational and symbolist pieces. Rakoczi, Hall, Gilbert and Boydell were all in the first category, as the former’s Child Flying (cat. 61), and Three (cat. 62), both 1943, with their psychological fantasies illustrate. Hall’s Bird Turning in Flight, 1943, and Drake Resting, 1944, are part-Surrealist and part-Symbolist in derivation, the latter showing the final phase of his subjective manner in which he simplified the appearance of the creatures he painted to a near symbol of their species, while at the same time emphasizing their natural attributes and habitat. Stephen Gilbert’s Flux of Form, c. 1943, with its mixture of a classical setting, organic forms and cellular structures, recalls the work of the Belgian Surrealist Paul Delvaux and the Frenchman Yves Tanguy. Boydell’s The Return to the Wood and Atlas Approached (cat. 18), both 1943, on the other hand show how he used the branches of trees, worm-like creatures and other organic matter, which appears to writhe and twist, to suggest an imaginary landscape of hostile and impassable terrain, all no doubt engendered by the war. The more directly abstract works in the exhibition were by Patrick Scott, Paul Egestorff, Jocelyn Chewett, Bobby Dawson and Doreen Vanston. Scott’s Renvyle (cat. 71), Birds on the Shore and The Zoo, all 1943, illustrate his concern for geometrical structures, while Egestorff, who had studied under Mainie Jellett, emphasized the structural element of his compositions, concerning himself with tone and prismatic colour progression to produce what he termed ‘adequate provision of passage’
 to enable the eye to move freely around the composition. Jocelyn Chewett was the only sculptor represented in the exhibition and her Head, c. 1943 (c\t. 21), is more or less Cubist and shows the influence of her teacher, Ossip Zadkine, although it is also reminiscent of African and oriental masks which she knew from the Trocadéro Museum in Paris. Dawson’s Head in Equilibrium, 1940 (cat. 30, Ulster Museum), shows his debt to Paul Klee, whom he greatly admired, while Doreen Vanston’s Dying Animal, c. 1943 (cat. 81, Ulster Museum), is clearly Cubist in derivation. The semi-representational or symbolist group comprised Ralph Cusack, Thurloe Conolly and Phyllis Hayward, the latter’s being the most representational of all the pictures on display. Ralph Cusack’s Scantlings, c. 1943, recalls Edvard Munch in its symbolism of the skeletal nature of the boat in the foreground. Symbolism is also strong in Thurloe Connolly’s Painting, c. 1943, which depicts a bride and bridegroom standing inexplicably in an almost empty landscape. Connolly noted that in this picture he had ‘tried to make everything … work towards the expression of possibilities surrounding the marriage of an insensitive, possibly brutal man to a girl diametrically opposed in spirit.’ He continued: ‘I should like my painting to react, not away from humanity but away from universal oppression, towards humanity … through the harnessing of dream images.’
 No doubt the war then raging gave rise to these sentiments which, in many ways, represent all that the White Stag Group stood for.

   The Exhibition of Subjective Art caught much comment from the critics, some favourable—‘The exhibition is designed to show some of the best work in this [Subjective] medium … the general effect will be to stimulate considerable interest,’ said the Dublin Evening Mail (4 January 1944)—some hostile—‘There is much that is nothing more than experiment and some that is neither art nor experiment,’ thought the Irish Press (5 January 1944)—some bewildered—‘The rose by any other name smells just the same,’ opined the Irish Independent (5 January 1944)—but generally there was little substance to any of the arguments expressed. The most reasoned observations, however, came from Theodore Goodman, writing in Commentary. ‘Whatever one may think of their aesthetic value,’ he said, ‘Dublin should be grateful to the group for the spade-work they have done in preparing a reactionary public to receive some of the really important experimental work of the last forty years when at last it reaches these shores after the war.’
 And he reproved those who had scorned the exhibition in saying that the works in it were typical of outdated movements such as l’Ėcole de Paris, Vorticism, Futurism and Dadaism, by reminding them that abstract art in general and surrealism in particular had been the dominant trends before the war, and, he noted, in any case Dublin had never seen works by the leaders of any of these schools.

* * *

   There was a lull in the activities of the White Stag Group after the Exhibition of Subjective Art. Hall and Rakoczi were exhausted after the many difficulties encountered over the exhibition—everything that could have gone wrong did go wrong, Hall told Lucy Wertheim, and the organizing committee had proved difficult—so that he and Rakoczi retired to Glendalough for a break in early February 1944. It was a sad time for Hall. His mother, who had been ill for some months, had gone into a nursing home and he had recently heard, too, of the death of his friend Robert Lynen, a film actor, who had been executed by the Nazis in France.
 In early February, too, Mainie Jellett, who had been such a help to them when they first came to Ireland, had died after a brief illness. ‘She was the first painter to exhibit abstract work in Dublin about 20 years ago,’ he told Lucy Wertheim, continuing: ‘lately she has won for herself a personal position of a good deal of importance which she used to the full to help young artists and push forward any aspect of art that she considered noteworthy … She was so full of sympathy and real love of art that she will be greatly missed.’
 Besides the Exhibition of Subjective Art, the only other exhibitions by members of the Group in 1944 were one-man shows by Patrick Scott—whom Rakoczi described as ‘the most original, delightful and best artist here in Ireland’
—and Rakoczi himself in November and December respectively.

   Scott’s exhibition was in fact his first ever one-man show and the pictures reflected his interest in fish, birds and animals—‘a nursery world’, the critic Edward Sheehy  later called it
—as well as landscape, all of which he treated in a distinctive manner. The exhibition catalogue notes that the works were presented in chronological order, so we know precisely how his work developed at the time. Birds and other animals are prominent in most of Scott’s early pictures, such as Birds on the Shore 2, 1943 (cat. 74), in which the pigment has been applied thinly and the forms of the birds determined by scraping through the wet paint to reveal the canvas. These forms are then more clearly defined by a line scored around their periphery and highlights are added in paint to emphasize the heads and tails. Such images were usually the outcome of drawings made from models or, occasionally, from studies done at Dublin zoo.
 In most of Scott’s works from this time colour is secondary in importance to the aesthetic aspects of the linear division of the picture plane. The severely linear treatment of Renvyle, 1943, as well as the slightly more colourful Evening Landscape, 1944 (cat. 77), illustrate these concerns, which were to remain characteristic of much of his oeuvre in general. To Kenneth Hall, Scott was ‘by far the most gifted painter I have ever known.’
 The works which Scott showed with the White Stag Group, and particularly those included in this exhibition, were the first pictures by him which were not obviously indebted to or influenced by anyone else. Here, for the first time, he was able truly to express himself.

   Patrick Scott’s exhibition was followed within a matter of days by Rakoczi’s which was opened on 7 December by Victor Bewley. Child Flying and Three, which we have already encountered, are perhaps the best remembered of the pictures shown and are typical of Rakoczi’s work at that time. In all, he sold three pictures from the exhibition—‘Not bad as I never expected to sell any of this very advanced work,’ he commented to his Journal.

   The next year, 1945, was one of considerable activity for the White Stag Group. To beign with, in January of that year Kenneth Hall held a show of Paintings of Birds and Fishes. This marked what was to be the final phase of his development as an artist. Since about 1941 his work had become increasingly Subjective and in Herbrand Ingouville-Williams’s book Three Painters, published later in 1945, he set down what he meant by this. ‘In a painting, or indeed any work of art,’ he said, ‘there is an objective and a subjective element, which are collected into the mind and personality of the artist and fused into the one form that they bear in the finished picture.’ He went on:

   The objective element is that which is observed in or drawn from the external world by the artist. The subjective element is that which is contributed by the artist from the depths of his own nature with little or no reference to outside reality. When the subjective element predominates over the objective element in this sense, the painting may be said to be a Subjective painting.

   In paintings such as those that I have done of birds and fishes the means of expression are reduced to a minimum; and, in so reducing them, one has to aim at complete expressiveness in each of the means employed. The contribution to be made by colour has to be completely stated in most cases by two colours only, and the relation of each to the other must be accurately guaged if a poverty or thinness is not to result; and the line must be completely felt and the form completely expressed by it throughout. If the line becomes mechanical at any point, the expressiveness of the whole painting will almost certainly be lost.

   Not unexpectedly, perhaps, the press were unenthusiastic about the exhibition. ‘One understands and appreciates what the artist has tried to do,’ commented the Irish Times critic (25 January 1945). ‘He has tried to produce a picture with the simplest means….The idea is a good one.… The quarrel is with the weakness of the conception.’ And a little churlishly he concluded: ‘Nevertheless, one is thankful for these experiments, and does not forget that from time to time The White Stag Group has produced very interesting work.’ To Edward Sheehy, writing in the Dublin Magazine (April-June 1945), Hall seemed to be content to express a sort of ‘childish symbolism’ and he thought his technique so over-simplified ‘as to be practically non-existent.’ Hall, however, enjoyed the exhibition and deservedly felt ‘a great sense of achievement’ from it. ‘I feel for the first time I have begun to express something that is important and vital to me,’ he wrote to Lucy Wertheim.
 His health, however, which had been poor for many months past, had deteriorated and on 13 February he was to be admitted to Dublin’s Adelaide Hospital, where he remained for six weeks.

   Rakoczi, busy as ever, had another one-man show during February and March 1945. ‘This is a particularly attractive collection of water-colours of the West of Ireland. Mr. Rakoczi sees the West with new eyes, and he is aware of its decorative quality and the underlying note of tragedy which inhabits the wild sea border, the barren fields and threatening mountains,’ commented the Irish Times (27 February 1945). It continued: ‘He shows a certain foreign influence in his work, which makes it international rather than local.’ ‘But in all,’ it ended, ‘one feels the tang of life, decorative and vital, as all real life is.’ Such comments were rare as praise for any of the White Stag Group, but they do serve to illustrate the influence that these artists were slowly having on Irish opinion. Other exhibitions in 1945 were a one-man show by Stephen Gilbert (the dates are unrecorded), a two-person show in May by Nick Nicholls and Ann Miller, a further solo exhibition, Paintings of Kerry and Louth, by Rakoczi in October and, in December, a joint show by Nick Nicholls and Patrick Scott.

   The major event, however, in the White Stag calendar in 1945 was the publication of Herbrand Ingouville-Williams’s book, Three Painters. With a preface by Herbert Read the book, which is a study of the work of Basil Rakoczi, Kenneth Hall and Patrick Scott, is the definitive statement of the philosophy of Subjective Art as interpreted by the White Stag artists. Ingouville-Williams researched the text during 1944, but his untimely death
 delayed its appearance and Rakoczi eventually saw it through to publication. In his preface Read said modern art allowed greater freedom of artistic expression. It was, he said, ‘the imagination itself that … lost its shackles,’ and Freud was the source of that release. To Ingouville-Williams these developments had permitted the three artists in question to realize ‘a fresh vision of life.’ In Subjective Art, he said,

order and emotion are synthesized … [the subject matter] elaborated by the workings of the imagination turned inwards upon the memories, dreams and phantasies of the Unconscious. Objects which appear in Subjective paintings, such as a bird, a fish, a figure, or a garden, are not represented in a realistic manner, but as dream-images, as conceptual memories, as the eidetic phantasies of the child-mind.

To Ingouville-Williams the unconscious, and in particular the creative power of the numen, ‘the fountain-head of all artistic and cultural achievement,’ was the source of such activity by means of which art obtained ‘its elusive, magical quality.’ And thinking of the Zeitgeist, the spirit of the times in which they were living, he concluded:

To-day the field of the Unconscious, the conflicts and phantasies engendered within it, the troubling contrast between this almost-unrecognised world and that of surface-appearances, the attempt to resolve the dissonances between these two aspects of the psyche—these would seem to be the trends of the Zeitgeist in 1944, which are giving birth to the Subjective Art of our time.

 Having defined Subjective Art, Ingouville-Williams went on to talk briefly about the work of Rakoczi, Hall and Scott. He considered the subject matter of each of them, discussed their technique and included a brief statement by each on his approach to painting. The book was well illustrated with a frontispiece—Prisoner—by Rakoczi and six works by each artist, many of which had appeared in the Exhibition of Subjective Art. In general, it was poorly received in Ireland, with disparaging reviews in the Irish Press (22 November 1945), the Irish Times (29 December 1945 and the Standard (4 January 1946). The Listener (16 May 1946) on the other hand found it both ‘useful and convincing,’ while Maurice Collis in the Observer (16 December 1945) liked it and thought the artists concerned constituted ‘a cosmopolitan corner in Dublin life, not without influence, probably, for its future.’

4

Conclusion
   The end of the war, in June 1945, inevitably affected the activities of the White Stag Group. Although 1945, as we have seen, was a busy year for all of these artists the end of hostilities saw the expatriates beginning to think of returning, in most cases, to where they had been before the war bagan. Thus in the following year, 1946, only one White Stag exhibition, a show of paintings by Hertha Phyllis Eason, was held.

   By early September 1945 Kenneth Hall had obtained a permit to travel to England and was awaiting a sailing ticket which was finally arranged for 29 September.
 That autumn, in London, he stayed for a while with Rakoczi’s friend Karin Stephen, but later moved into Lucy Wertheim’s flat while she was in Manchester. All the while poor health plagued him, the source of his troubles being psychological, all examinations and other probes, both in Dublin and, later, in London, having found no physical ailment, beyond the mastoiditis that was with him throughout his adulthood. In December 1945 his mother (with whom he had remained on good terms; his relationship with his father was his difficulty) asked him home for Christmas and this came as a pleasant surprise. He enjoyed the visit, but feared that things with his father were ‘never likely to be very friendly or easy.’ ‘We lack any point of contact and our outlooks are too far apart on almost everything,’ he told Lucy Wertheim, although he was relieved that they had at least faced one another again.
 Life, sadly, did not improve for Hall and the depression to which he had long been prone steadily worsened until, without warning, he took his own life in his room on 26 July 1946. Lucy Wertheim found his body a short time after his death.

   Kenneth Hall was, withoug doubt, the finest of the White Stag painters. In the absence of formal training it is perhaps not surprising that he should have adopted an Expressionist approach to painting. ‘For me [life] was to be an artist,’ he wrote in his autobiography, ‘and what I knew as an artist would be in my work … that and life and living and loving and sunshine.’ The joie de vivre implicit in this remark, so evident for example in Old Phaleron and other pictures done before his arrival in Ireland, despite his domestic and other difficulties—and the war, exile and alienation from his family, as we have seen, bore heavily on him—informs his complete oeuvre in a very distinctive manner.

   Basil Rakoczi returned to London in January 1946. ‘It is almost impossible to believe that we are really leaving Ireland. There is sadness too mingled with extreme joy. So many good friends—so much that is familiar—so much beauty but yet I feel just at breaking point,’ he wrote in his Journal.
 After a short stay in London he went to Paris. Kenneth Hall’s death weighed heavily on him. ‘My heart is quite broken with Kenneth’s death. I feel so terribly lonely and lost,’ he told Lucy Wertheim on the fourth of August, and a week later, again writing to her, he commented: ‘I do feel as if a half of me is dead now, more than half in fact.’
 Hall’s passing marked the end of an era for Rakoczi. Henceforth his life was occupied in the main with new friends, most of whom he met in post-war France.
 However he continued to keep contact with and from time to time to attend meetings of the Dublin branch of the Society for Creative Psychology till the early 1960s. On a more limited scale he pursued the work of the Creative Psychology group in Paris and, of course, continued to paint and to exhibit widely. He also published and illustrated a number of books. Basil Rakoczi died in London in 1979.

   Stephen Gilbert and Jocelyn Chewett returned to Paris, where they had been living and working before the war. In 1948, as is noted above, Gilbert joined the COBRA Group of painters. Later, in the 1950s, he worked on a number of architectural projects, searching for a synthesis with architecture. Gilbert still lives in Paris, but Jocelyn Chewett died there in 1979. Nick Nicholls settled in London in 1946 and remained there till his death in 1991. He produced few paintings after about 1950. Phyllis Hayward remained in Dublin till 1950 or 1951 before also going to London. She died in 1985. Of the Group’s Irish associates Patrick Scott became the most celebrated. Trained as an architect, he worked with his namesake Michael Scott, but in 1960, the year he represented Ireland at the Venice Biennale, he decided to devote himself full-time to painting.

* * *

   The Dublin art world in the early 1940s, when Rakoczi and Hall first arrived there, was conservative in the extreme. Yet with their friends in the White Stag Group they injected a welcome freshness into that scene and by means of their experimentation with art and psychology they asserted their independence and were an example to other, mainly native artists, in their never ending quarrels with the artistic establishment.
 ‘I know that here in Dublin we started with so much enthusiasm and I firmly believe that a great deal of the popularity that modern painting enjoys here now in a restricted circle is due to our efforts,’ Hall wrote to Lucy Wertheim in April 1945.
 Reviewing the development of Irish painting in the war-years the critic Edward Sheehy wrote, somewhat introvertedly, also in 1945:

The war has had a considerable effect on painting in Ireland; but … the effect has been quantative rather than qualitative, and to be ascribed more to economic causes than to the influx of refugee genius. Doubtless the refugees did a good deal of evangelising in the cause of variety of modernisms which were not quite so modern; but apart from their own work, which was largely dilettante fringe, I can trace no influence of theirs on Irish painting. The native painters continue to work out their own salvation or damnation’.

Looking back a decade later at those same years Terence de Vere White took a similar line. ‘At the outbreak of war a corduroy pantzer division descended on Dublin … Their commissariat was “The Country Shop” in St Stephens Green where at midday their multi-coloured uniforms provided a bright contrast to the meek tweeds and sober suits of the regular customers.’ He continued:

At first it was not clear what the invading forces were here for; but soon it was made plain. All painted. Some wrote as well. They exhibited as a school and called themselves ‘The White Stag Group’. They had their admirers. The word ‘genius’ was cast about. The war ended. And with the war, the occupation. But by that time the appearance of Dublin had changed so much, we hardly knew they had left us.… And their visit did us good … Uninhibited by Dublin backgrounds, they butted their way into the public consciousness, living witness of something if it was not always quite clear what. The time was propitious, the war produced a vacuum in Ireland. The sterile atmosphere of the phoney war in Great Britain was the only atmosphere Ireland knew. As the war went on, fears of invasion dwindled, until at last it was evident that the White Stags were the first and last of the invaders.

The achievement of the artists of the White Stag Group is that they paved the way for a broader consensus in Irish painting, and those who benefitted from the more liberal artistic atmosphere of the 1950s and 1960s owe a debt to them.

Notes

� Basil Rakoczi, who retained a lifelong interest in psychotherapy, used the term ‘psychological analysis’ to describe his work in this area. He was, however, much indebted to Freud, Adler and Jung (Elizabeth Ormsby, An Introduction to Psychological Analysis, Creative Psychology pamphlet, No. 2, 1937, n.p. Rakoczi Papers, care of the present author).





� Little is known of his background. His father, Ivan Vaslov Rakoczi, was a Hungarian musician, artist and mystic whio led a bohemian existence. His mother, who may have been previously married when he was born, was in part Japanese, but had lived for a time in Cork. According to Rakoczi she called herself Charlotte May (Dollie) Dobbin, but also at times gave her surname as Wilze or Wilse. She was an artists’ model, having posed for (amongst others) Augustus John. She later married Harold Beaumont.





� Ingouville-Williams’ family name was ‘Williams.’ Why he added the name ‘Ingouville’ is unknown, but it was done by deed pole in 1938. For a brief note on Ingouville-Williams’ career see S. B. Kennedy, Irish Art and Modernism 1880-1950, p. 358, n. 70.





� Herbrand Ingouville-Williams to his mother, letter of 16 October 1933 (Ingouville-Williams Papers, care of the present author).





� Karin Stephen (née Costelloe) was the wife of Adrian Stephen, brother of the painter Vanessa Bell and the writer Virginia Woolf.





� In these, as in earlier years, Fitzroy Street played host to a number of artists of various kinds. Whistler and Sickert each had had a studio at number eight, as had Augustus John and Henry Lamb. Vanessa Bell and Duncan Grant, prominent in the Bloomsbury Group, had rooms there at the same time as Rakoczi. Further down the street, the celebrated Fitzroy Tavern was the meeting place of the celebrated Betty May, Nina Hamnett and others who were a regular part of London’s bohemia.





� Sean Dorman, Limelight over the Liffey, p. 105.





� The present author, in Irish Art and Modernism, p. 91, notes that a white stag was of Hungarian origin and signified creativity. While that may be so, subsequent research shows that its adoption by the White Stag Group was because of its association with Williams’ family (Ingouville-Williams Papers).





� Lucy Carrington Wertheim was born in Salford in 1883, the daughter of W. H. Pearson and his wife Ann (née Dearden). She was educated at home by governesses and at the Ursuline Convent, Thildonech, in Belgium. In 1906 she married Paul Johan Wertheim and they settled in Manchester. She opened her first art gallery, in Burlington Gardens, London, in 1930 and in 1932 she opened another, the Mid Day Studios, in Manchester, but the latter survived only a year. In 1939 her London gallery was closed on the outbreak of the war. In 1947 she published Adventure in Art, her memoirs of her years as a gallery owner. From 1951-71 she ran the Wertheim Gallery at the Old Tithe Barn, Ashford-in-the-Water, Derbyshire. In 1957 she moved to Brighton, where she died in 1971. Kenneth Hall’s one-man exhibitions at the Wertheim Gallery, in London, in October 1936, February 1937 and September-October 1938 confirm her interest in his work.





� Hall to Rakoczi, letter of 12 November 1938 (Hall Papers, care of the present author).





� Hall to Lucy Wertheim, letter of 21 January 1939 (Hall/Wertheim correspondence, care of the present author).





� Rakoczi to Hall, letter of 2 February 1939 (Rakoczi Papers).





� Hall to Rakoczi, undated letter of about 12 September 1939 (Rakoczi Papers).





� Kenneth Hall, unpublished autobiography, p. 54 (Hall Papers).





� Hall to Lucy Wertheim, letters of 2 October and 27 November 1939 (Hall/Wertheim correspondence).





� See Chronology of the Activities of the White Stag Group for a list of many of these events.





� Hall to Lucy Wertheim, letter of 12 March 1940 (Hall/Wertheim correspondence).





� Kenneth Hall to Lucy Wertheim, letter of 30 March 1940 (Hall/Wertheim correspondence).





� Hall to Lucy Wertheim, letter of 19 April 1940 (Hall/Wertheim correspondence). At that time, to arrange an exhibition in one’s own rooms was a novelty in Dublin. This alone would have caused a stir of interest.





� Hall to Lucy Wertheim, letter of 23 April 1940 (Hall/Wertheim correspondence).





� Hall to Rakoczi, letter of 5 July 1940 (Rakoczi Papers).
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