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EVIE HONE IN HER STUDIO:
Hilda Van Stockum’s Portrait

Marie Bourke

Introduction

One of the most fascinating portraits in the national collection, entitled Evie
Hone at work in her studio, is a small oil painting measuring approximately
sixteen by twenty inches, painted by Hilda van Stockum, signed HVS and
presented by the artist to the National Gallery in 1977 '. The picture has three
striking features: it is interesting to see a portrait of an artist workiag in the
studio; the subject, Hone, was a pioneering figure both as a painter and as a
stained glass artist; and the picture has been executed by Hilda van Stockum,
a Dutch artist of Irish descent.

Evie Hone - Background

The subject of the portrait, Evie Sydney Hone, was one of the founders of the
modern movement in Ireland. She was descended from the Hone family of
painters, famous in Irish art for over two hundred years. Born in 1894 into an
upper middle class family, who lived at Roebuck Grove, Clonskeagh, Co.
Dublin, Hone’s mother died at her birth and her father when she was only
fourteen years old. Her three sisters went on to marry British army officers,
and were all widowed in the First World War . As a young girl of eleven she
collapsed, while decorating the Easter altar in the Church of St. Thomas on
Foster Avenue, Mount Merrion, due to infantile paralysis * For a year she
had to have nurses day and night. For one so young, she endured her illness
with great fortitude: “/ never for one moment lost the feeling of the presence
of God” 4. She was determined to walk and to this end she subjected herself
to a series of operations in London. While she did eventually walk with the
aid of crutches and got around with the help of her pony carriage, the polio
left her disabled and she suffered from ill health throughout her life.

Artistic Influences

As a young girl Hone travelled to France and Italy where she was impressed
by the art of the medieval cathedrals and by early Renaissance painters °. She
decided to become an artist despite her physical handicap. In London she
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also attended the Westminster Technical Institute and later the Central
School of Art where she had some lessons from Walter Sickert. In 1917,
when she was at the Institute, she met Mainie Jellett who was to become her
lifelong friend °. Walter Bayes, her other teacher, was an art critic for ‘The
Athenaeum’ magazine. He encouraged Hone and her friend Mainie to pursue
their training in Paris.

In 1920 she went to Paris to study under André Lhote, a semi cubist
painter, where she was joined by Jellett a year later. In 1922, intending to
learn more about Cubism, they approached the abstract Cubist painter Albert
Gleizes. For several months of each year until 1931 they worked with
Gleizes. In 1924 Jellett and Hone held the first of several joint exhibitions
showing abstract cubist works at the Dublin Painters Gallery A During a brief
interlude in 1925, Hone, who was always concerned about religion, joined an
Anglican community of Nuns in Truro, Cornwall ®_but she did not have the
level of commitment for such a life. She left the convent in 1926 and
resumed painting with Jellett and Gleizes in France. By this time, Hone and
Jellett had held several exhibitions of their cubist works in Dublin where the
critics ridiculed this style of painting. It was not until the late 20’s that the
critics began to respond favourably. In the meantime their cubist paintings
won many friends and supporters. Between 1926 and 1931 Hone was a
member of the ‘7 & 5 Society’ in London. She and Jellett were founder
members of the Paris based group ‘Abstract Creation’ . Gradually they
introduced modern art to Ireland.

The Stained Glass Artist

On her return to Dublin in 1931, at the age of thirty-eight and a fully trained
painter, she began to turn to stained glass. Her initial work was influenced by
abstract shapes that form the basis of 13th and 14th century Italian religious
painting, and the great cathedrals of France with their precisely defined
windows, especially at Chartres. Later she was affected by the brilliant
washes of colour in the work of Georges Rouault, the French painter of
religious subjects. However, she was moved most by medieval Irish sculpture
and carvings.

Hone’s initial approach to work at An Tir Gloine (Tower of glass) was
rejected. The stained glass studio had been set up in 1903 as a co-operative
venture by the portrait painter Sarah Purser, and by Edward Martyn, a writer
and leading figure in Irish cultural affairs. She went to London where she
cast her first panels between 1933 and 1934 under Wilhelmina Geddes. In
1935 Hone reapplied to An Tur Gloine and was grudgingly accepted. There
she worked, under the guidance of the artist Michael Healy, with Tommy
Kinsella, who glazed all her work '°.
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As Hone progressed as a stained glass artist she found she had less time
for painting although she made every effort to keep in touch with art events
in Dublin. What painting she did showed little evidence of Cubism, as she
had, by then moved into an Expressionist style depicting mainly religious
themes. In 1937 she became a Catholic. “/ wish she had made the move
sooner” Mainie Jellett wrote to Hone’s friend, the artist Margaret Clarke.
When Sarah Purser died in 1943 An Tir Gloine closed and this prompted
Hone to set up her own studio at Marlay Grange, Rathfarnham. Hone and
Mainie Jellett founded the Irish Exhibition of Living Art (IELA) which
subsequently was to have a major influence on the development of modern
Irish Art. Soon after founding the IELA Jellett became seriously ill and died
in 1944. Her death was a great blow to Hone. In losing Jellett she lost her
greatest friend and support.

International Reputation

‘About 1946, Hone met the English artist Elizabeth Rivers who came to work

at her stained glass studios. It was almost impossible for Hone to manage
without assistance. Rivers’ time was spent enlarging the artist’s one-inch
scale drawings into full size cartoons for stained glass windows and she
continued to assist her in this way until Hone’s death in 1955. The great Eton
College chapel window (1949-52), was the largest project on which Rivers
worked. “I did the entire Eton window cartoon”, she told Marian Fitzgerald.

During the twenty two years of her life as a stained glass artist Hone
produced over 50 windows, 11 of which are to be found in England and the
United States ''. Her most prestigious commission was for the East window
of Eton College Chapel (1949-52), which illustrated scenes of The
Crucifixion and The Last Supper. In this window comprising 18 major
lights, she transferred essentially a sculptural vision into the medium of
stained glass. While the window retained its traditional stained glass
character, the forms seem to float in a sea of light. This she achieved by
clearly outlining each detail of the design. Strong and vibrant colour is the
most striking feature of the window; this was obtained by adding an extra
depth of colour and by rubbing the glass after firing. The Eton College
Chapel window is a perfect example of the artist’s expressionist style and
resulted in Hone becoming an international figure.

By the time she died in 1955 Hone had been awarded an Hon. LLD by
the University of Dublin, an Hon. RHA and was a Governor and Guardian of
the National Gallery of Ireland. During her lifetime she befriended many
people and influenced many artists, the best known of her friends being
Mainie Jellett (1897-1944). She was also close to the painter Margaret Clarke
(1888-1961), and Elizabeth Rivers (1903-1964) who described her
usefulness to Hone as “just as having an intelligent pair of hands.” 12 Her
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time at Marlay left an indelible impression on Rivers. Both C.P. Curran in
1955, and Rivers in 1956 published articles about Hone 1. Stella Frost
(1935-62) was an artist who also exhibited at the Dublin Painters Gallery.
After Hone’s death Frost wrote a book entitled: “A Tribute to Evie Hone and
Mainie Jellett’ (1957), recording her admiration for and friendship with the
two pioneering artists.

Hilda von Stockum

The artist Hilda van Stockum was born in Rotterdam in 1908 "*. Her mother
was half Irish, and, wanting to find out more about her background, moved
the family to Ireland in 1924. Van Stockum first attended the Dublin
Metropolitan School of Art, before going to Amsterdam to study at the Rijks
Academie of Fine Art. In Dublin she was taught by Sean Keating who she
felt was a confident artist but disillusioned about life and, therefore, not very
encouraging. She respected him because of his strong personality and his
attention to her work. She formed a better relationship with Patrick Tuohy
who, while he was not so confident, executed beautiful paintings and
supported her work. Light always fascinated her, especially its effect on
colour and for this reason she was greatly influenced by Walter Osborne, and
the Post-Impressionist painters, Van Gogh and Cézanne. Her close friends
were Brigid O’Brien, Nano Reid, Maurice MacGonigal and Sean O’Sullivan.
Through them she discovered that the real centre of activity at the School
was the life class where she ended up working many happy hours B During
her early years in Dublin she was a frequent visitor to the National Gallery of
Ireland, and she learnt about anatomy by using medical books from the
National Library ',

The Dutch Influence

When van Stockum attended the Rijks Academie in Amsterdam, she
discovered her Dutch roots. During lunchbreaks she would visit the
Rijksmuseum to look at the Dutch Old Masters including the work of
Vermeer, and this experience helped her excel at still life. When she
completed her studies she returned to Dublin where she met Ervin Ross
Marlin who was an American friend of her brother. The couple were married
in Dublin after which they lived in America for several years where van
Stockum studied at the Corcoran School of Art in Washington DC. While at
Art School in Washington she was employed to teach teenagers on Saturday
mornings. The American children were accustomed to having their own way
and this was completely contrary to what van Stockum expected. It
contrasted vividly with her experience in Dublin. There she had happily
taught at the national school in Pearse Street where the children gave up a
free afternoon for art. Unfortunately, the attempt at teaching in America was
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