GRAPHTC DESIGN IN IRELAND DURING THE CELTIC REVIVAL

-and during the 19th-century revival period.

Deirdre Cullen, NCAD- Visual Communication, 1984
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1.INTRODUCTION

Ireland in the 19th-century went through a unique cultural rebirth
and revival, manifested in both literature and the arts. The great
uncovering of the past carried out by the 'antiquarians' and
scholars of the éarly century provided a wealth of new inspiration.
This cultural revival was intertwined with a new nationalism, and
the two together began to create a new sense 0f national identity in
Ireland which led ultimately to the demand for, and achievement of,
political independence. The whole movement was, in fact, a comvlex
mix of nationalism, a growth in the science of archaeology together
with dramatic new finds in the mid-19th-century, a Europe-wide

'Gothic! revivalism, and a general look back at Irish History,

In the arts thisrrebirth consisted, at first, of a revival of emblems
and symbols from the past, together with the generation of new ones
consisting of recently revealed historical objects and artifacts.
This revivalism led finally to the Celtic Revival, which made use

of the decorativé style from the ancient manuscripts and the high

crosses.

This essay will look at how both parts of this 'rediscovery!, the
earlier phase and the 'Celtic' one, were manifested in the graphic
arts, and especially in popular graphics. What will be revealed is
the progression in graphic design of two aspects of the revival,
One is the development of an iconography for the expression of

national identity, the other a movement in design and decoration.

Under the heading 'graphic design' I include the design of journals,



books, posters, stamps, advertising, trademarks, type and
calligraphy. I am also interested in the illustration of the period.
In this discussion I lock mainly at the journals, since these are

likly to contain examples of many of the items listed above.

In looking at the graphic arts it must be noted that under this heading
fall two separate things. The first of these is design for a popular
audience. The second is a more specialised sort of design which may

be made for sale in its own right, This distinction isn't absolute

and both areas overlap, as will be seen during the revival period.

The period of the Celtic Revival, and of the rediscovery of
Ireland's cultural history which led up to it, has been quite well

covered by Jeanne Sheehy in The Rediscovery of Ireland's Past-

The Celtic Revival 1830-193%0. Her survey is augmented by Paul Rarmour's

Celtic Ornament, which contains material not covered by Sheehy. But

these two are the only works available on the period, and much still
remains to be done in uncovering this part of the history of design.
Neither writer looks in detail at the developments in graphic design

which parallel those in the other applied arts of the period.

With Sheehy, I shall separate the revival, which she dates from 1830-
1930, into two parts. By the 'early revival' I shall be referring to ¢
the ressurgence of Irish national consciousness which began in the
early 19th-century and led to the new iconography, or the 'emblems'.
By 'Celtic -Revival' I am-referring to the second phase of the

revival, characterised by a return to the decorative style of

the 'Golden Age' of Irish Christianity.
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The term 'Celtic' is a bit of a misnomer! What was revived during
the movements second phase was the early Christian tradition,
mainly from the ancient manuscripts like the Book of Kells. Only
in the 20th-century did artists and designers refer to earlier
'pagan' artifacts and so perhaps to a truely 'Celtic! tradition,

such as the spirals and lozenges of Newgrange.

In this essay I can't give a completely compreheénsive account of
what happened in gravhic design in Ireland during the revival,
but I've tried to form a picture of the progress of the revival, and

to point out the interesting questions this throws up.




2 . BACKGROUND

Before going on to look at the exXamples, some background to what
appears in the publications is necessary. Three aspects of the
revival need a little further explanation. The first of these is

the appearance, from about 1830 on,of the new iconography, of the
‘emblems'. The secondisthat there was a wealth of scholarly source
material around from the mid-century on to inspire, and provide
models for, the Celtic Revival. The third is that developments in

the other applied arts generally preceded the progress of the revival

as seen in the graphic arts.

The new sense of political identity created by such factors as

the Catholic Emancipation Act in 1829, and the Repeal Movement which
arose after the Act of Union in 1801, led to a demand for literature
and printed matter such as posters and membership cards, This fact
created the need for, or at least an Oopening for, the adoption or

creation of new symbols and images.

Some of the symbols which were adopted had been in use before. Other
were objects of an historical nature which were felt to symbolise
what was good about Ireland's past. The four most popular were,

as Jeanne Sheehy remarks, the shamrock and harp, which had both been
in use before, and the wolfhound and round tower, which were newly

adopted. A brief account of the background to each will be interesting.

The shamrock first appears in Tudor times and was believedby the
English to have been part of the native Irish diet! From an early

time it had been worn on St.Patrick's day and had come, without




historical evidence, to be associated with St.Patrick own activities.
By the 1798 uprisings, Liam de Paor notes in a recent article in

The Irish Times, the shamrock, together with the colour green,

had become firmly established as symbolic of the nation. An 1801
medal to celebrate the union has an oak entwined with shamrock-
in this case the oak standing for England, though, as we'll see,

it was also put forward as a suitable symbol for Ireland, later.

Another common symbol was the harp. In the 18th-century it was often,
says Sheehy, found as a symbol for Ireland - with a female figure
representing Erin forming one side. The favourite model for the harp
during the 19th-century was 'Brian Boru's' harp in Trinity College.
In fact this harp dates from somewhere between the 13th and the 16t-
centuries, while Brian Boru died in 1014 At any rate, the harp,

as we'll see,was a very popular motif during the revival, and from

the 1850's on there was a fashion for brooches in the design.

The wolfhound was one of the newly created symbols. Peculiar to
Ireland, but valued throughout Europe, it was a large dog used for
hunting wolves and deer, and had been celebrated in the ancient
stories of Fionn anf Oisin. In fact, were it not for the revival

the breed might have become extinct, for it had almost died out

by the early 19th-century and it has been claimed that it did
disappear in the mid-century. Shortly after that it was rebred from
whatever vestiges remained, and crossed with the Scottish deerhound!
The hound appeared as an 'emblem' or symbol often during the revival,
not so much on its own, according to Sheehy, but accompanying the

figure of Erin, or in a group with other symbols.



Finally, oneof the most interesting of the 'emblems', in terms of its
background, is the round tower. It too, was peculiar to Ireland, but
what really seems to have made it pipular was the fact that it was
mysterious! A great debate arose as to its origins and function and
numerous explangtions were put foreward, from that the towers were of
Phoenician construction or built by African sea pirates , to that they
might be phallic symbols! It was not until George Petrie presented a
paper on the subject to the Royal Irish Academy in 1833 that the towers
were given their present idenfwj as the remains of early refuges for
monks and their treasures during Viking raids. It's interesting to
speculate about the significance the motif must have had for the general
public when it was first presented to them as a symbol in the 1830's,

for Petries paper was not published till the '4O's.

The second point 10 bear in rmind iS¢ that there was a wealth of scholarly
reference works from which the Celtic Revival artists could draw, and
this is stressed by Paul Larmour, who mentions in particular Henry

O'Neill's Fine Arts and Civilization of Ireland, 1863, which, he says,

was the first easily availsble book to concentrate solely on early Irish
art. Other works were a.so available and we must remember that revival
artists did not always go back to primary sources for their references.

This may partially account for a certain stiffness in some of the work

Our third remark is that the progress of the revival in graphics does
not quite indicate just how widespread both phases were in the other
applied arts. But we can still get a good picture of the revival's

stages from our look at its graphic manifestation.

Va—
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THE DUBLIN PENNY JOURNAL

The Dublin Penny Journal was more-or-less the spark which set off

the early revival. It's worth looking at now because in it we can see
all the themes of the revival's first phase being laid out. In the
immaginative compositions which appeared on the frontispieces to the
bound volumes, énd occasionally in the journal itself, we see the
emblems- the harp and shamrock, wolfhound and round tower- which were
to become so popular. Even more theme-setting is the journal®s vivid
presentation of the various historical objects which were together

to form the basis of the new iconography, and to provide many of the

motifs used by the applied arts in the mid-19th-century.

Published in Dublin by the Protestant clergyman Caesar Otway, the
journal had regular contributions from the antiquarians George Petrie,
John O'Donovan, and Eugene O'Curry. It appeared each Saturday from
the 30th June 1832 for four years. A note inside says that it was
'conducted' by P.Dixon Hardy of 3, Cecilia Street. Another, under the
masthead, would seem to suggest that the printer was J.S.Fold of 5,

Bachelor's Walk. Bound volumes of the year's editions cost "5s. in

Twelve Monthly Parts, and 6s.6d. bound in cloth", and, interestingly,

were available from wholesalers in London, Liverpool, Manchester,

Birmingham, Edinburgh, Glasgow, New York, Philadephia, Boston, and Paris.

The preface to the first year's volume states that the journal aims

to bring to "the common people" a taste of the history, biography,
poetry, antiquities, natural history, legends, and traditions of the
country, without recourse to politics and palemics, of which, it says,

the common people had plenty. From this statement of intent, and
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from a note at the end of the second issue which

says that the first volume_had sold 15,000 copies within four days,
we must conclude that the magazine did have quite a wide popular
market. It was never as popular as that other vehicle for spreading
the revival, the Young Irelander's The Nation, ten years later. But
it must have had_a fair amount of diseminating influence, none-the-

less,

A note on production by the editor in the first issue vows that the
journal will use "Irish paper, Irish printing and Irish woodcuts by
the Irishman, Clayton". The format was simple. The pages were slightly
longer and narrower than the modern AL size. The small masthead was
set in capitals of a typeface like 'Century', with a comma after

'Journal'. Underneath was an illustration of a notable scene from

somewhere in Ireland- usually architectural, occasionally a "natural

wonder'. The illustration and masthead together took up roughly
half of the front page, with the size of iliustration varying from

issue to issue., ( illus.l ) Hg

Below this the text was divided into two columns, with a thin rule
between them. The text was set in a 'Press Roman' style typeface-

in about 8-point with 2-point leading. There were frequent notes, ’
set smaller at the bottom of the pages. Paragraphs were indented and w

there were eight pages per issue. !

While the journal was pleasantly presented, as we can see from the
illustration above, there is no evidence of any conscious 'design’ i

in its typography or layout, let alone any distinctly Irish flavour. .

I think that it must be viewed as a vehicle for the development




1.The Dublin Penny Journal Vol.

THE

| DUBLIN PENNY JOURNAL,

PUBLISHED EVERY SATURDAY.

No. 23. Vor. 1.

J. 8. FOLDS, 56, GREAT STRAND-STREET.

Drcemerr 1, 1892,

THE ROUND TOWER OI' SWORDS,

" TRE ancient town- of Swords, situ-
ated in the barony of Coolock, about
reven miles from  the metropolis,
though now reduced to an insignifi-
aant village, is remarkable for its pic-
turesque features, its ruins, and it
historical recollections., Its situation
it pleasing and romantic, being pluced
on the steep banks of u small i
npid river, and though its goeneral
sppearance indicates but little of pros-
perity or happiness, its very ruins ad
decay, give it, at least to the anti-
quary and the painter, & wo com-
mon interest.

Like most of our ancient towns
Swords appears to be of ecelesinstical
origin. A sumptuous monastery was
founded here in the year 512, by the

cat St. Columb, who appointed St,
?mi;m Lobair, or the leper, s its wle
bot, and to whom he gave a nissal,
or copy of the gosyv]s. written by hina-,
sl St Findan died Lefore (he close
of the sixth century. In course of
time this monastery Lecame puossessed
of considerable wealth, and the town
ros¢ into much importance. It con-
tained within its precinets, in addi-
tion to St. Columb’s ehureh, four othor
chapels, and nine exterior chapels sul)-
gervient to the mother ehureh. Hence
on the iustitution of the collegiate
church of St. Patrick, it ranked as the
first of the thirtcen canonries attuched
to that cathedral by archbishop Cowin,
ad was subscquently known by the
“l]\L‘“Hli!‘H of “the golden prebend.”
‘ﬂ,ere was also a mmn(-r_\' hcru, the
ongin of which is unknown.

To this monastery the bodies of the
monarch Brian Boru, and his son Mo.
rogh, were conveyed in solemn pro-
cession by the monks, after the meno.
nble battle of Clontarf, and alter ro.
paining & night, were carried to (he
sbbey of Duleck, and committed to the aae of the monks
of St. Cianan, by whom they were conveyed to Armagl.

Swords was hurnt and plandered fr('qne'nll_v, as woll by
the native princes, as by the Danes, who sof the vuholy
eaample. By the latter it was reduced to ashes in the
ears 1012, and 1016, and by the former in the vears 1035
and 1135, On this last occasion the ageressor, Conor
O'Melaghlin, king of Mecath, was slain by the men of
Lusk. Its final calamity of this kind occurred in the

ear 1166.

Here it was that the first Irish army of the Pule assem-
Med on the 9th of Nchmlu-r, 1641, prepuratory to that
fightful civil war which caused such calamitics to the
eantry ; and here tlwg_wc_ru defeated and put to the rout

the forces under Sir Churles Coote, on the 10th of
January following, when he beat them l‘rn.m their fortifica-
gons and killed two huut.lred of them, without any mate-
sialloss, except that of Sir Lorenzo Carcy, second son of
Lerd Falkland, who fell in the engagement,

Of the numerous ecelesiastical edifices for which Swords
wad auciently dislinguishcd_, the only remains now exist-
 fog are those rerresented in the prefixed cx_lérmving—-for
" e castle, though said to have been the residence of the

. webbishop of Dublin can hardly be included under this

of the round tower at Swords.

Acrnd Tower— Suwerds

denomination. These consist of a fine and lofty rounu
tower, coeval with the foundation of the original monastery,
and the abbey belfry, a square building of the fourteenth
or fiftcenth century.  The former is seventy-three feet
righ, fifty-two feet in circumference, and the walls four
fect thick. It contained five stories, or floors. Its pre-
seut entrance which is level with the ground, is of m e
construction, as well as the roof and upper story : what
appears to have been the original doorway is twenty feet
from the ground, and but four feet high. Respecting the
uses of those singular ancient buildings, we deem it im-
proper to cxpress any opinion, till the Royal Irish Acade-
ny shall have announced its decision on the prize essays
on this subject, now under its cousideration.

These two towers with the adjucent church, form a pic-
turesque und uncommon architectyral group; but the church
which is of modern erection, having been completed in
the year 1818, though imposing in its general appearance,
is but a spurious and jejune imitation of the pointed or
gothic st;;le of arcgsteMum. and such as might have been
expected from min .wanting in good taste and fesli
up&fose which perm‘piued th:g removal of the Mw
ruins of the ancieut abbey to erect it on their site. .
lar acts of wanton destruction are now unfortunately of

I. p.177 - format and illustration
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Miss Rafferty by name, fell into
0 and in-

aonde, Tad )
r‘:ne wnu:cho-'IJl?inJ ‘)‘.'“ pigh hand drownded; s 0

: i : e oung man that jumpe
dred would be to thic day, but for & young el
in afther her; indeed a smart slip iva young mml] 'Ic-.-nlcx"
he was out o' Francis-street, I hear, and coorted I‘]r'J-]l-:‘-].
and they wor marricd, I'm given le lH‘Il"I(‘-r\lHI]'.Aii -'I"'1 ]llll s
a purty couple they wor.) Well, ns I .-;u.l.‘ alther Fn‘ ‘ﬁ i
over the wood a little bit, to plaze herself, the vouse r}:.
down and lit at the fut o' the king, os fresh as a d.!l“\'.. “-l‘ \T
fiyin’ roun’ his dominiuns, just as if s!u_r- hml"nl ew 1(..lr]' r‘

. Well, my dear, it was a beautiful sight to see t‘“l
E;hlh\ndin' with his mouth open, lookin® at his poor ol
goose fiyin’ as Jight as a lark, amd betther nor ever she \\n-;
and when she litat his fut, he patted her an' the head, nr:'.
¢ ma vourneen,’ says he, ‘but you nre the dar,’irfl o' !hi‘_“"’:']r""

"+ And what do you say'to me,' says Saint Kavin, « for

" makin® her thelike 7" ¢I eny,’ save the king, *that nothin
bates the art o’ man barrin® the bees” And do you say no
more nor that ?' says St. Kuvin. ¢ And that I'm behoulden
to you,' says the king. « But will you give nn-‘ni! the grn_l!nJ
the goose flewn over ¥ says St. Kavin. ¢ will, 5-1}'§'I\“‘5'
O Toole, *and you're welkim to it,” says he, “ though it's the
last acre I huve to give! ¢ It's well for vou,’ savs St. Kavin,
mighty sharp, “for if youdid'nt say that word, the -fiv'ai‘ re-
ceave the bit o' your guose v cver fly again ' says St }\:._\ in.

« Well, whin the Kine was as good s his word, St hfl\'lln
wns plazed with him, and says he, + King O Tuoley yeu G
a dacent man, I only came here to oy yon. Yeu den't
know me," savs he, « I'm decenvin® vou all out, I'm not myael
atalll ¢ B!{xrmn.ngm thin,' savs the king, « il voo are not

ourself, who nre vou?' «I'm Ruint Kavin,' smid the :
{les‘in’ himself. ¢« O, queen iv heaven,' says the hing, makin®
the crass Letune his eves, and fallin® down on lis knees before
the saint, *is it the ;.'n:ul Saint Kavin,” savs he, tthat I've
been discoorsin’ all this time, without Knowing it," suys Dy
“nll as one as if e was o lump v a gossoon 2 and so vou're a
saipt,’ rys the king. <[ am,’ says Saint Kavin, ¢ the greatest
of all the saints "~ For Saint Kavin, you must know, Sir,’
mid Joe, *is counted the greatest of all the saints, bekase he
went toschool with the prophet Jereminh,

* Well, my d“ﬁ*\ the way that the plice came all at
wanst into the hands of Saint Kavin; for the coose flewn
round every individyal ncre of Kine ' Tooles Propeny, bein’
let into the saycret by St. Kavin, who was n-.i___'hl_\‘ cules aml
the king had Lis goose as good as new, nnd the saint supported

i him, afther he came into Lis property, until the day av his
death; and when e wie gone. Saint Kavin cave Lim an illic
gant wake and n Lbeautiful Lerrin ;7 and mere betoken, he sor?
mass for iz cowl, an” tuk care ae b o

% 1)

IRISH MINSTRELSY.

The Irish are enthusiastically attached to every thinz con-
nected with their nutive Jund. We believe that many whao
do not understand the chamecters of the Irish toncue will vet
be glad to sce them in onr periodical. and of this department
c{f our labiours he approved, we will continue, from time to
ime, to present the most choice of the bardic remuins ot Ire-
Jand to our readere,

The aptitude of the Lii) lanenaee for
often observed. Th, pectiy of
llread_r music without the aid of A tune.  The harmony an4
cadence of the Scotria, diadect of the | IO ‘n,;--up'];»,., o

ung peculiar charnic ronnd the rural poetiy of .\'\:-:-I:n\-l imll
the ll:m_zuﬁm‘ of the Italiuns s boen deservedly rc-hf!.r’n’h-;!
for imparting T.hrv: qualitics to their almired .]lrf,lfh:('[i:'vn!_
But let the frish roafor compare with any of theny the f!
Yowing version of Aloriy 4 Srore. k f e

STic poetry has vy

0 of our soncs ey deedd

-

mainre chuste.

d Mhajpe Chapyle! a “hlach ra Fiaze,
Shejz an ojnjch) D-)d 00 N,

,bcul Jr bjone nd n chuach ar bjle,
i"”rﬁz Tu me-yy D-]anzaidh by -

Nj l&jn vamh cojnzeal, clan pi Fimeasn,
Ujyavh oo mICHLe, o ne theag mans

Srago-thean mhajeach. MIEUdYIT]) mainz

1 ’ s

Och! zan b;ullmng Ljom zoda

2. The Dublin Pennz Journgl Vol.I
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THE DUBLIN PENNY JOURNAL.

Shyabhal me ((',\bm:b_. Ay Er,o C;onntruﬂ?,
Fo Opojeheav-ajehe, &p 4y iy &

To Celzhaplach axy) o Oun-}:)c\’t:t:,tu)cc,
Sambuyt Mhige nj F?)t\Ctl]bJ) me:

(-(i}]'h;hi)c' W L'kz‘!l CL\\‘”"(\.\)’.‘})’ l,)urm. =
ey hluagi ;q\\lll.‘lm tpojd pin mm}to;_, o
M v'ymehyzh T, mm\),m,;;o bb-F}lmi, a:r .‘\_:"
'S £0 n-dEANFAd) D0 vziyle yolur gan gy«

'S 7 Miype go deymhyn, 43 ]Dldnnba bpedaxis
lejnbh, 5
Ir yémbjohe y gy dejre da bh-pujl {+
paghal . :
o pjob mayuan [)le, a {‘u)l mc\]t’(\n ';q-c,’«)o;-bu::l.
 gpwadh g dejpge 'nl oy v'a bt)pec\;glm‘cu‘:,
Qochzigpydhe nd Cpunne, 'y a g-cpunnjughar
ujle,
NQp by an cumay= o g-cup (\}.-l’r:lgih\ﬂ.—
NI Uwghedypadh an appu)ng, ati dul £y
Ty,
tehr pojgin mheala 8% Bhejlin tayy, clejs
TRANSLATION.
Oh! Mary dear! brizht peerless lower,
Pridde of the plains of Nair,
Beliold me dioop throns ench dull hour,

In sonk-consuming care,
In fiiends-——in wine—wlere Joy was foumd—

Nu jov I now ean see s
But =l while pleasure reicns around,
I sich—and think of thee,

The enckoo’s notes Tlove to hear,
When snmmer warms the <kies s
When fresh the banks and hrakes appear,
And flowers aronnd us risp
That Dlithe hivl sings her sany o clear,
And e sies where the sun-heams shipe —
Her voiee i sweet—lut .\Inr)' dear,
Not hall so sweet as thine,

From town to town I've jdlv strayed,
I've wandered many a mile;
Ive et witly many i bloonine mai,

Aund own'd her charms e while :
I've azed on some that then seem'd fuir,
But when thy looks I see,
I tind there's none that can compare,
Ay Mary, dear, with thee !
Hardiman's I'rich Minstr, !
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TOOUR READ pie,

Our First Nuniler is not S0 varicd in its contents ae ¢ -
wislied 1 to hey and as it s in our peewver to make gt - .\‘vl W
present it s specimen of what e can do, leaving it to .
public to fI;-rnlc on what wo will do, We would :wt vais
In-.n-l_. neither woulil we recklessly promise ; but we nyy i
rermitted to sy (lis much, that’ we are neither ashaniid
our hisndiverk, hop afraid of Keeping it up. Itisan Jrish -
. sh paper—Trish printing, the w.n:.
(‘Illl wWis oy vx]rn'u.l)' for this number hy an Trishnizes:
":rl ‘-]"”f*]'“‘-'_l-»:.lll-l \:’c llu'rof‘urﬁ ('1:|i[n Irish support, ‘The 3 LR
-r..iir- nil"”- :,'.u:: A pevtodical s great; but very maodena:
3[ : anfiee ug, f our countrymen only second onr g,
':‘l '-1""._~ fn \\I]w-VUET lh_v-\lr-_’rn.‘l \r!n_r-l': hag, we do trust fil.,.is
s Lo Ty, St amd to Irish literature, ;

LNy e .

DUBLIN:

Priveed png Pulliclin o ety
ublished by JONIN S, FoLDS, 5, Bacholor's. Wark ;

i Seld by wi) Rookseliors In Irelnnd,
. ')"-—:rlil.;sl;;:nll‘r-- W .’Ilu.-r and Seuth ;i Mianchester hy Wheoler . 1,
e |M| \!v_u Drake; in bdinburgly by Mesyrs, Chamiberg '

R Grant wugl sn Glpsgoe hy Niven, Jun

Andin Lundon by Joseph Robigy, Bride Court, Fleet-street,

ex
ample of , Gaelic typeface
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of the new national consciousness, rather than as an example of

early revival design. Indeed, as we'll see later, there seems to have
been no conscious development of graphic design, as a whole, in

Ireland during the entire revival period. Illumination and illustration
were the only branches of the art which got serious attention. It is
interesting torcontrast this lack of penetration with the great surge
of energy whicﬁ came from the Gothic Revival, the Arts and Crafts
movement and the William Morris school in England, over the same

period.

But there was one factor at play which by its very nature demanded
that typography, at least, be adverted to if not explored. This was
the revival of interest in the Irish language. We shall look at this
again later, but it's worth looking,in passing, at Irish as it

appeared in the Dublin Penny Journal.

Not only had the antiquarians and their contemporaries looked back
at Ireland's great archaeological treasures, they had also looked

at the music, story-telling and customs of the Irish speaking
population. Many had learned Irish, and so it is not surprising that
‘the journal, catering for, and helping to arouse, this new interest,
should wish to publish material in the native tongue.

In the very first issue, on page 8, is a short article on YErish
Minstrelsy'. In it there appears an Irish language version of the
ballad 'Molly a Store'- 'Maire Chuisle' ( illus.2 ). The text was,
presumably, set in an existing Gaelic typeface. It must be said that
the setting actually looks as if it had been specially engraved in

an Irish script-hand. The characters look irregular and this effect
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1s strengthened by a the fact that they are unevenly aligned,
each having been drawn on a different axis. The letter-spacing is also
irreguler, suggesting that there was no attempt to co-ordinate the

sizes of the individual characters.,

Still, the gene%al feeling is of a nice enough script-hand, though
one which must have been difficult to read due to the long, thin
descenders, particularily in the lower case 'i'. The ideosyncratic
breaking-up of the characters, especially noticeable in the capital
YN canl'it’ have helped either. Interesting, too, that the 'séimhiu',
or 'dot' accent, is replaced here by the lower case 'h!

, though there

. Vs
is a 'fada'.

This Gaelic typeface was used for all Irish text appearing in the

journal's four volumes. If it was representative of the typefaces
available for setting of the Irish language during the 19th~-century,
then clearly there were going to be problems as the revival took hold.

And so there were, as we shall see later!

The range of material.

Because the Dublin Penny Journal was So instrumental in spreading the

revivaly through its content rather than its design, we must look now

at this.

The range of material carried in the journal is impressive, especially
by modern standards. The first issue had articles on the history of
the city of Dublin, the Age of Brass, Agriculture, the Zoological
Society of Dubiin, Legends and Stories of Ireland, and Irish

Minstrelsy. These articles were written by scholars, but in an
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3.The Dublin Penny Journal Vol.I. p.180 - the ancient Irish Bulla.
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entertaining and popular way, and together with the many illustrations
which accompanied them, must have made Ireland's past seem suddenly
very relevant to the readérship. Throughout the journal's run it
continued its policy of bringing Irelands history to its people and

it maintained the very high standard of material set in the first

issues,

Vol.I No.6, for instance, contains an article about 'Brian Boroihme's

Harp'. One of Moore's melodies, 'Let Erin Remember the Days of 01d',

appears
and, by

or-not,

on the same page. This song suggests Irish independence
implication, is‘'anti’ the Protestant ascendancy, middle-¢class

as it looks back to a time before the 'stranger'. But it was

5.The Dublin Penny Journal Vol.,I
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P.505 - Newgrange‘

dressed in a careful romanticism which made it acceptable.

Articles appeared on:the origins of the expression 'Cead mile fgilte';
on the skeletons of the Irish elk in the possession of the Royal
Dublin Society; the ancient Irish chair, by Petrie himself; the
ancient Irish literature; Romanesque and Gothic architecture, by

Petrie again; and sO oOn.

It's noteworthy that not all the historical items described were
from the Golden Age of early Irish Christianity. Some of them, like
the dolmens, the ancient gold ormaments ( illus.ﬁad&land Newgrange
( illus.5 ), dated from pre-Christian times. But despite being

described in detail in publications like the Dublin Penny Journal,

the Irish Penny Journal, and The Nation, prehistoric patterns like

chevrons, spirals and concentric circles did not inspire the revivalist
artists much. It's only in this century that artists, like Patrick

Ireland, have turned to them for inspiration.

A e S
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Examples of historical remains highlighted in the journal also include
the round tower at Swords ( illus.l ). Many such romantic views of

round towers and ruins and high-crosses are to be found throughout

the issues,

The illustrations thebselves were probably quite influentizl, but

for their subjeét matter rather than their style. For instance, in
the second issue there is an illustration, also reproduced by Jeanne
Sheehy, which displays the 'Irish National Emblems'. It's by Clayton,
mentioned earlier ( illus.6 ). An Irish oak stands in the foreground,

while behind it stands an ivy covered ruin, and a round tower in

the right background. Under the tree is an Irish harp, with a crown
resting on its rim. Behind sits an Irish wolfhound on a shield,
backed by a clump of shamrock. In front of the dog lies a flag
standard, and to the left an Irish horn, the trappings of an archer,

a rather prehistoric looking axe-head, a sword, and an unidentifiable

round object! A Grecian style helmet hangs, unaccountably, from

the tree.

Some of these 'emblems' were in use as symbols for Irishness
already, others were only now suggested for the role. No doubt

their appearance here helped to spread their acceptability. In
a'letter to the editor' in the same issue Terence 0'Toole discusses
the emblems. The round tower and wolfhound are, he says, exclusively
Irish, while the oak, shamrock, harp and crown are not. None-the-
less, the Irish oak, shamrock and harp are known the world over

and so are quite acceptable as symbols! A note follows on the
various interpretations of the round tower- an amusing controversy

described briefly earlier. Correspondence followed in suceeding
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issues and the Journal generally kept the whole idea of symbols

and emblems alive, In fact it must be given the credit for the
POpularity many of these were soon to achieve and maintain throughout
the 19th-century and into the next. A huge range of objects were
presented as suitable choices, many appearing before the public for
the first time.:One night almost say that it purposely gave birth to

a new nationgl iconography.

A brief look at the frontispieces to the bound volumes will help
substantiate this claim. These vignettes are, in effect, a distillation

Of the pictorial content of the weekly issues,

The frontispiece to the first volume ( illus.? ) is a conventional
piece of Gothic-inspired early Victoriana. In the foreground, resting
against a rock, is g very heavy looking shield bearing’the Dublin city
crest. Crossed behind are a sword, and a sceptre and crown. Behind
is the sea and a small piece of land to the left. A small sail is

seen in the distance.

There is nothing particularily Irish about the design, and not gz
shamrock is in sight! But ome element from the Scene which did go

on to achieve symbolic status is the sunburst, coming over the sea.
It's a rather ambiguous emblem, being readible as either g sunset or
dawn according to one's outlook. It's seen quite frequently in
combination with other emblems later. The drawing in the vignette

is reasonable, but the shadowing on the shield, particularily,

is all wrong, giving it an impossible twist.

It's of interest here to look in passing at the artist who made the
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i _ T woodcut for the vignette. His name is Clayton and this is the szme
" DUBLIN PENNY URNAL

.D BLII\ 1 l&l\ 1\ \ ; J () C name as that which appears on many of the illustrations in the Kildare
Place Society's well known school books, many of which were published

g534f_5_ a decade earlier. In fact,'Clayton'appears to have been a family of

woodcutters in Dublin. Illustrations in the journal were signed by

GOSN TR TN QNS TENITDN . X Benjamin Clayton Jnr., others by Robt. Clayton- the frontispiece

SRR T T BN N N

to the second volume is by the latter. Most of the plates were done

1 ' SN SR

by the Claytons.Some were cut following the design of another artist,
while others are both designed and cut by a Clayton. Their illustrations

have an 18th-century feel to them and are reminiscent, in their

treatment of foliage and rocks, of Thomas Bewick, the well known

ST TR

English woodcut artist of a little earlier.

Robt. Clayton's frontispiece for the second volunme, 1833-34, (@ 2liasaSe)
is a veritable catalogue of Irish emblemary! In the leafy foreground,

resting on what looks like the top from a round tower, is the

ancient Irish crown. Thrust into a2 space between the stones of the

tower is a Celtic brooch, flanked by a sword and a breast-plate. The

D

whole lot is topped off with a clump of shamrock. Out of the cloud
above rises the harp of Brian Boru, crowned, and radiating sunlight.
'This group was also used on one of the Repeal card designs,dating

g,
Sweet its (n i
R |
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from the 1840's, so the Clayton's obviously believed in making the

most of their work!

The frontispiece for the third volume ( illus.9 ), 1834-35, is another

catalogue of former glories. It was drawn by H.Nelson and cut by
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flowing robes and sandals, and standing under an oak treey To the

9.The Dublin Penny Journgl
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left foreground is g small Celtic cross. In the centre middle

distance is a round tower, and behind this to the right are what

look like the remains of dolmens. Behind the tower to the left is

the ruin of an Hiberno-Romanesaque church and another round tower.

In the background, to the right, is what looks like the Giant's
Causeway! ( It's similiar to an illustration of this elsewhere in
the journal). The vignette is accompanied by a romantic verse about

harps, shamrocks and 0ld Ireland.

From the foregoing I think we can safely that the Dublin Penny

Journal played it's part in promoting the iconography which was
shortly afterwards to avpear in the applied arts. In the preface to
the final volume, 1835-36, Philip Dixon Hardy regretted that the
Journal had now to be discontinued for financial reasons. He
regretted in particular that the woodengravers and writers of stories
would find it difficult to get other work. The journal's role was

taken over lgter by The Nation and by Petries own Irish Penny

Journal in the 1840's.

bk ERkERRREN]




AlEL

4, THE MID«NINETEENTH CENTURY- The Repeal Card, Margaret Stokes,

The Catalogues, and Marcus Ward.

We must now look at some publications from themid-19th-century,

the period when the iconography just described begins to appear in
the applied arté - such as plasterwork and wood~carving- to see if
there are any signs of it in the graphic arts. Only a small number
of publications could be looked at so we can't make any claims, but

some indication of trends should be possible.

The Repeal Card

After the sucess of the Catholic Emancipation movement nationalists
turned their attentions to seeking the repeal of the Act of Union.
A Repeal Association was set up and,naturally, membership cards
were required. The design of these cards seems to have been
organised by theYoung Irelanders, and Gavan Duffy felt that they
represented a 'blossoming' of poetry and history. Jeanne Sheehy,

who describes some of them, feels they are '"rather dry"!

One of these cards ( illus.1l0 ) is shown. It features, in it's
centre, the vignette used in 1833 as a frontispiece for the Dublin

Penny Journal, described earlier. It has an ornate Gothic frame

with historical portraits, of O'Connell and Brian Boru among others,
inset. The card dates from the 1840's., One must agree, with Sheehy,

that the overall effect is rather unattractive.

Margaret Stokes

At this stage we should look at the work of Margaret Stokes. Her

{1lumination is an early example of the 'Celtic' phase of the
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One of the Repeal cards. ( The Rediscovery of Ireland's Past p.28 ).

10.
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revival. While the iconography of the revival's first phase was
enjoying popularity in the various applied arts, a new trend towards

Celticism was beginning.

The Cromlech on Howth, a poem by Samuel Fergusem, was published in
1861, in a laviéhly produced edition illuminated by his fellow
antiquarian, Margaret Stokes. It was bound in green and gold leather,
with interlace tooling and is an example of an early combination

of literary and artistic revivals.

Stokes (1832-1900} was the daughter of a well known Dublin physican
of revivalist leanings. She herself was a noted authority on early
Irish art and her illumination is after the manner of the ancient
manuscripts, particularily Kells and Durrow. The title page from

the Cromlech ( illus.ll ) combines, as Paul Larmour notes, details

from different pages of St.Matthew's Gospel in the Book of Kells,

including the zoomorphic letter 'T' from 'Tunc Crucifixerunt'.

TheSovierallfefifectids iquite attractive, HE adllibtlieNst st NTnd
Stokes's colouring is, I think, extremely faithful to the originals,
as can be seen on comparison. Only the overall rigidity of the
design and the poor lettering for the other, non-initial, capitals,
i;ts her down. A remark by Douglas Hyde, much later and about modern
high-crosses, is relevant here. He felt that since these were.

executed with the aid of 'plumb and line' they were poor in

comparison to the ancient ones which were done freehand.

One wonders whether Margaret Stokes did more illuminations.

Sheehy mentions that she went on to edit a work on Irish
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architecture, by Viscount Adare, and that she advised the Irish
architect J.F.Fuller when he was designing his Hiberno-Romanesqgue
church, St.Michael and All Angels at Clane, Co.Kildare. This is a

beautiful building and it would be nice to think that it had some of

Margaret Stokes in it.

The Cromlech on Howth is one of many examples in the Celtic Revival

0f work done by a gifted and multi-talented amateur who did not, it

seems, go on to develop her style beyond it's initial manifestation.

Catalogues- 1872 and 1882.

The next examples of printed material looked at were two exhibition
catalogues. The first one was for the Exhibition of Arts, Industries
and Manufacture, held in Dublin in 1872. It is a small plain affair
without illustration, and in the list of paintings, for instznce,

there are practically none with titles suggesting an Irish subject

matter.

In the catalogue for the Exhibition of Irish Arts and Manufactures,]gﬁl,
hewever, held at the Rotunda in Dublin, such paintingsas King

Cophetua and the Beggar Maid by Daniel Maclise RHA, and 0'Connell

Addressing the Great Clifden Meeting by Martin Hegarty, are listed,

along wigh many paintings of Irish landscapee scenes, such as

Glendalough, Blarney and Connemara.

Furthermore, under theheading of "Illuminations, etc!" are listed
12 works by T.J.Lynch, the father of Sr.Concepta Lynch, the
Celtic Revival muralist, and himself a noted illuminator in the

Celtic style. Nearly all of these were addresses to such dignitaries
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Sone
as Cardimal McCabe and Lord Ardilaun. Another work, called "The Harp
that Once Through Tara's Halls", is by T.Fitzpatrick. And one called

"Irish Illumination'" is by J.0.Carroll Robinson.

We might expect that since many of the titles of the items listed in

this catalogue suggest a revivalist subject matter or style, the

design of the catalogue itself might in some way reflect this fact.
This is not the case. It is Just as small and plain as the earlier
O0ne. However our search is in part rewarded by a look through the
advertisments in the 1882 catalogue. First of 2ll, there is one for
'Cafe de Paris' coffee which, interestingly, contains a passage in
Irish. Since most of those reafing the ad are unlikely to have
understood the language we must conclude that it was included in
order to evoke an attitude in keeping with the revivalist interests
of the reader:! It's also interesting, incidentally, that the piece

is set in the same Gaelic typeface used in the Dublin Penny Journal

4O years before.

Another ad,” fori-1Black Silk TIrish Poplins! ( illus,l28 )il
delightful piece of early revival iconography. A woman, dressed,
no doubt, in the above mentioned poplin, stands admiring her
reflection in a mirror, while behind her stands the harp complete
with a winged ﬁrin and a crown. Through the window may be seen
water and an island on which stands a ruin, a round tower, and

a Celtic cross. The whole lot is framed with shamrock.

So while there's evidence of the revival's first phase- of the

m st e e e e

emblems- in this example of popular graphics, from the content of the

catalogue we see that the Celtic Revival had begun in the specialised
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13, A Christmas card by Marcus Warg and Company
( Celtic Ornament illus.9 ), :

Belfast,

circa 1871,

2

area. It is likely that in the popular side of graphic design the
older trend continued for a while longer, and we'll see more

evidence of this shortly.

Marcus Ward and Co.

One example of the Celtic Revival's early showing in the popular
graphic arts, however, may be seen in the work of Marcus Ward and Co.
the Belfast printing firm. Through the 1860's and 1870's, Paul Larmour
writes, the Celtic art revival expanded, encouraged by the publication

in 1863 of Henry O'Neill's Fine Arts and Civilization of Ancient

Ireland. This work was the first easily available book about early
Irish art. While Celtic crosses grew in popularity as headstones,
and the public 'lapped up' reproduction jewellery, there appeared in
Dublin artists, like Margaret Stokes, who were to specialise in

Celtic style illumination. Marcus Ward exploited this trend commercially.

The greeting cards produced by Ward from 1871 combine both Celtic
ornament and the popular symbols in an early example of what I

would like to call the transitional or combination style. That is,

they contain both images of romantic Irish landscapes and ruins, and
the emblems or symbols, together with Celtic decoration. The example
shown ( illus.l% ) is an ingenious mix of both trends. The lefthand
side of the card bears a panel of Celtic interlace in the middle

of which is the 41luninated initial 'C' with a zoomorphic form.
Neatly embedded in the letter is the harp. In the upper righthand
corner of the card is a romantic looking scene with a ruined church,
and a round tower in the background. As Larmour points out, an

interesting aspect of the design is the combination of naturalistic

flowers with Celtic ornament- a further addition to an already
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overloaded effect!

The card is very brightly coloured, the tracery being yellow and
Orange on a gold background, with highlights of red. The romantic
view is in full colour. Apparently the firm of Marcus Ward beczme
very well known for this type of product, and for their illuminated
addresses, which were very popular mid-century. They also produced
book shrines and bindings with Celtic decoration. The firm

floundered in the late 1890's- its work was too> expensive.
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5.ITHE LATE NINETEENTH AND EARLY TWENTIETH CENTURIES- Fainne an Lae,

the second Dublin Penny Journal, more Gaelic League Publications,

The Irish Homestead, and Samhain.

By the late 1890's Celtic ornament begins to show up in Dublin

publications broadly connected with the nationalist movement or the

literary revival, just as it had shown up in Marcus Ward in the '70's.

But the romantic imagery and symbolism of the early ressurgance
continued in use up into the 20th-century.

E/. !

A good example of this may be found in the masthead of the Gaelic
League's journal for the furthering of the Irish language, the

weekly Fainne an Lae. The example shown ( illus.lh4 ) dates from

the 1lst July 1899, The masthead shows Erin with her harp and
wolfhound, 2nd many learned tomes, standing before a sunburst.
She is flanked on each side by many ruins, and by two ancient

crosses to the right. The journal?s name appears large across the

design, in bold hand-done lettering. ''he fact that the letiering is

hand-done 1§ of some interest. In a piece in The Irish Printer,

February 1929, is mention of an zrticle by Colm O'Lochlainr in

The Irish Book Lover in which he says that the title pages of all

the Gaelic League's books "from 1900-1914" were hand-lettered
because the Gaelic type available was "spikey and patchy, lacking
in both grace and dignity". It was, he said, useless for display

work because it had no variety or ornament!

And indeed, we may note that the headline on the page illustrated

is hand-done. Also note-worthy are the shamrock borders between

items. These borders weré advertised in The Irish Printer as late
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A front page from Fainne an Lae Vol.III. No.78, showing

masthead and decoration. ( reduced )

A front page from Dublin Penny Journal Vol.II. No.5, showing

masthead and format. ( trimmed S5mm top and bottom - actual size ){(QVver)
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OUTSIDE VIEW IN 1792.

GRAIGNEMANACH ABBEY.

om Grose's “Antiquitics of Ireland.”)

This abbey is situaic in-the Barony of
‘Bozran, on the riser Barrow. A few
ians from Stanley, in Wiltshire,
bed 8t first 8t Loughmeran, near Kil-
£y, in 1202, then at Athermolt. and
st the vale of St. Savicur, anciently
Hod “ Duisk,” and after Graignemanach,
William, Ear]l Marshal, erected an
for them A.D. 1212.

ot e . o e
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In this abbey was lodged an ancient |
division made of Ireland by Henry 11., and !
completed by his son Jchn, It was for
the times, & tolerably exact survey, on the
Plan of that of the Doomsday Book, and
the ground-work of the present arrange-
ment of our shires

The last abbot was M'Murrogh O'Cava-
nagh, to whom a pension of ten pounds &
year was granted on his surrender of ihe
ebbey in 1537. He sat jn Parliament in
right of his Church, and annually paid the
Bishep for his temporaly £3 75 6d.

Sir Edward Butler, of Lowgrange, in the
county of Kilkenny, Knight, was seized of
the possession of this abbéy; but by the'
9 Elizabeth, they were granted for ever to, /5
James Butler, junior, at the annual rant.’
of £41 Irish money. Tha building was
of great cxtent, and the architecture and
sculpture, even in its present ruimed state,
excite our admiration, It had s beautifal
:;(;t;‘gon tower, which fell down in tiie"yeat

This view was taken by :Lieutenant’’
Daniel Grose, Anno 1792.1, - :./ . =
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the 1920t s '

The issue for the 24th of January, 1899, has an advertisment for

"new founts of Gaelic type- specially designed and approved by
leading Gaelic scholars'. These were available from Bernard Doyle,
Gaelic Printer,vOrmond Quay. The designs, in upper case at leazst,
cannot have beeﬁ popular with all such scholars. Even though Doyle

was the printer of Fiinne his typefaces weren't deemed suitable for

the hesdlines, at-any-rate.

/. i
Fainne an Lae became An Claidheamh Soluis, or'The Sword of Light,

around 1903. Its new masthead was the now familiar sword of 15 chts
featured on some of the first Irish stamps after independence. In the

new magazine cross-heads were typeset, but have initials decorated

by hand. Many of the ads in these early issues have used sz Gaelic
typeface, despite the remarks earlier, for display purposes. This is often
the case even where the ad is not in Irish at all. Celtic interlace,
decorated or illuminated initials, shamrocks, high crosses, and

round towers zlso feature in the ads.
In 1914 a new masthead appeared, this time with a sword going through
the letters. This masthead was printed in colour, unlike the earlier

ones, with a different ink for each issue.

Another 'Dublin Penny Journal'- 1902-03

The Dublin Penny Journal title was revived in the early 20th-

century in a magazine which appeared each Saturday from 1902-03.
The editorial for Vol.I No.l says that it aims to continue

in the tradition of its original and famous namesake. Of late
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there has been a'renaissance of interest’in subjects connected

with Irish Art, archaeology, literature and ecience, as well as in
t he development of intellectual and material resources of the country.

The new magazine intends to cater to this interest in a "mon-

politicgln way.

In content theAnew journal is similar to the original, though it
does contain small advertisments. The format of the rest of the
Magazine is also quite similar, though the page size is slightly
larger. an illustration of an Irish scene spans the width of the
front Page, and below this are three columns of text, agsin
Separated by rules. Headlines are larger than in the earlier
Journal, which used capitals from the text-type, and now they

may sometimes span two columns rather than just one.

Illustrations cover the same themes as the first Dublin Penny

Journal- historical and natural scenes. The style of drawing,
however, is looser and more draughtsmanlike. But some plates

date from the early 19th-century and closely resemble the style

Of plates in the original. Interestingly, it seems that some of the
dillustrations from the original have actually been redrawn. For
instance, a view of sz street in Armagh in the issue of the 6th
September 1902 is identical in composition to one in the first jourmal

on 17th January 1835, though drawn in a much freer style.

The masthead is the most interesting aspect of the new journal.
It is a good example of what I earlier termed the 'transitional!
style in popular revival-influenced graphics. We saw an early

appearance of this in the greeting card from Marcus Ward. This style

e e a g
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can be identified in the printed material of nationalist or
revivalist sentiment frOm_the late 19th-century into the early

days of the 20th-century. It was a style which while still retaining
the usg Of the iconography of Irish identity from the early revival,
also incorporated the later vogue among arts and crafts designers
for Celtic decoration inspired by the early manuscripts like the

Book of Kells. Later a purely Celtic style tended to dominate.

The masthead ( illus.15 ) consists of the title in a Gaelic-style
lettering, Oobviously hand-done since none of the characters are
precisely the same. The initials are treated in a rather gross and
watered-down Celtic illumination style, with human heads at the
extremities of the letters, and shamrocks, hardly a medieval device,
featuring in the flourishes. The lettering was clearly done by an
artist imitating the finer revival work and who had not studied the
originals himself. As a background to the title is a tall round
tower in the centre, to the left of a sunburst, and on the right is
an ancient ruin. In other words, the design is a mix of o0ld and new i

revivals, with Celtic flourishes and 'emblems' used equally.

Samhain-1401-08 and 1915-18

Samhain is another publication which should indicate the state of
popular graphic art associated with the revival. An occasional
literary review containing writing in both Irish and English, it was
edited by W.B.Yeats for the National Theatrical Company, or Abbey

PTheatre. It appears from 1901-08, approximately.

In fact, apart from attractive front and back covers, Yeat's magazine

proves to contain no hint of an artistic revival at all. The covers
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€ saldlugsaals ) are printed in black in heavy peat-brown paper. The title
is set in capitals from an art-nouveau style typeface and the rest

Of the setting on the covers and the title pzge shows quite a
8imilarity to that used by other literary revival publications such

as those of the Dun Emer And Cuala presses run by Yeats's sisters.

In other words, a handsome roman typeface in a large point size ie

used, and a column width chosen to give generous margins. The magazine
was published by Maunsel and Co. in Dublin, and printed by Sealy,

Bryers and Walker in Abbey St. Maunsel was well known at this time

for their high quality books.

In view of the interelatedness of the literary and artistic revivals
it might seem surprising that Samhain doesn't show much visuzl sign
Of revivalism. The covers and title pages are consciously ‘'designed!
but are not 'Celtic' at all. One reason for this might be that the
revival's graphic design achievements were confined, more-or-less,
to the development of an iconography consisting of symbols and the
Celtic decorative style. Development of a worked-out design theory
or approach was‘not achieved, the shapes of things were not altered
s0 much as the patterns and motifs that went on them. This applies
to the other crafts, too, I think. So books and literary journals
did not bear a revival stamp unless they were illustrated or
illuminated. It might also be that Yeats and his friends sometimes

found the whole iconography just a little too vulgar!

The inside of Samhain is not ‘'designed' but is a rather good quality
printer's job on heavy cream paper which matches well with the peat
brown on the cdvers. The attractiveness of the covers themselves,

incidentally, is marred by rather unsightly ads on the insides for
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B AMHATN

An Occasional Review, Edited
eV B Yeats, contaimmug
Bliiclcinth  Halvey by Lady
Gregory, and Thoughts upon
the Work of the Abbey Theatre,
with list of plays produced by
it National Theatre Soeicis

and its forerunners, *hy Gae

Editor. Published in December,
foow, e haonsel & Co St
Dublin: and sold ior sixpence

EL

16. Front and back covers from Samhain, December 1906. ( actual size )




s

| ectures, Entertainments, S |

BT e e Sl m
¥

_
-y
-
THE ABBEY TH EATRF-
Marlboroudh Street anh

[ ower Abbey Street Dubli -
can D€ hired for Concer{jmg

The Agents are Messikil
Cramer, Wood & Co,, Wellill

moreland Street. L
[Lessee A, E e Hornimm

16. Front and back covers from Samhain,

December 1906. ( actual size )
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17. An example of the

Samhain 1905,

an tear studasil.

DRAMA miorbuille 6n mbainTidesrnain SregOIRe.

An A1T—Ciroin Tige Lig 1 mbaile Laor. Dean ann srj A5 Cup 4t an
mbono, rcala, cpircs, agur clip bedsg ! gcoip Fuince.

AN PUIREANN : Matam; pdirce,; peap rudail.

J1STE—CaD 00 Deanfain Led 1o, a Matam?
%dt&ﬂ{—-'()éanp:.m nfe Tr‘:ir‘te bpeag ven plip eal. Cuinprd meé
ritini ann. D’é1roip 5o nDéanfpainn Cirte beag it tomur-ra T Fé;\'O-
FAIR € Gup ra CONCAN beag an farD DO berd an circe mon 4g5d Beiplits 20
ra copcdn mon. i

PAISTE—Nat é an repupal mo Va1DI 4 beit imtigte 5o VLI an T-40n4c
uainn 1 geoip Ordce Sarna.

MATAIR—DVerd an Féarca agam 4fl & fon-ran, Map ip measra Liom-ra
010cte Samna 'na aon ovce eile. RoinnT bliadanta O foin 4n an orvce
TEO0 I €4V TAanag 4n DTWIP SO OTi an DTS 0.

PAISTE—Ir Doca SO MDEIR 45 DAINT N4 Miap UD Den noporap, ré rin
na miara 5O bruil na blata opta; aKur berd TH & JCup ap an MBOND.

MATAIR—Desn. Coéipedda mé an Ty nviu. TOSFaL 4nusr na
SPEILne 1P FeAnp 4T4INN ATUT CUIPFAD Tac niv V4 feabar ap an mbopo
1 SCwimnmuia0 ap an €aCT 4 taplad Vam 1 Scomaipeam an Lae reo.

P31STE—Ca0é an T-64¢T & GD ?

MATAIR—1p amitad a fuaIgead mé a tif 1o nabar im Cailin aimpine
4ann . . -
PAISTE—Ca nad an T1g reo?  Inmp Dam map S10ll an.

MATAIR [ag purde 1§ 23 rine a4 mépe 6 vesprj—Call ANNPED DO Biopr 1m
gomnumc—.a DT1§ feipmedna tuar an Suiad €actige 1 n-aice Le Suiab an
i

PAISTE—SLad an Om an ead ! MNi puldip n6 sic bness it ead € pin.

MATAIR—NI haon &iT po-vpedg € o vernn.  Dionn ré lom agur
FU4TI 5O Mt an TiCe 10 Blistan.  ACT DO TuZe® an DOEAp vam Qidce

4mMnd man reo, $ionn oAl Ei51n a Cuipesd 1m Leit.

PA1STE—Agur C4aD DO Detnip annpoin ?

MATAIR—CaD D0 b'fé10I7 Dam 4 Deanam, 4T an bbtap 4 tabaipc

29
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ubiquitious Gaelic typeface found at the  time
4

G
Yeats's plays and for books published by Sealy, Bryer and Walker!

Generally spesking, all that marks‘these magazines as Celtic revival
publications at all is their éharing with Cuala this gesture towards
beautiful typography, and that some of the Irish language writing they
contain is set in the ubiquitious Gaelic typeface seen in other revival
Journals ( illus.1l?7 ). Other piteces are set in roman type with 'h!
replacing the 'séimhiu'. In Just oneissue, that of October 1902,

1s an order form, for Yeats's play 'Cathleen Ni Hoolihan', composed

0f ornate 'Celtic! lettering.

A later magazine of the same name appeared from about 1915-18. Its
content was "literary and patriotic" and mainly in Irish. Among its
contributors were 'An Seabhac' and fadraig O'Conaire, both well known
writers. Typical of its material was a piece on the Feast of Samhain,
one of the four great Celtic festivals: "The kings and nobles of all
Ireland game to Tara, the bards eame, and the shanachies, and the
druids, and for seven days there was feasting in Tara, and chariot-
racing, and feats of strength, and the recitation of new poems, the

promulgation of new laws, and the saying over of ancient genealogies?

In style the magazine retained some links with Yeats's Samhain, the
1915 cover being printed on similar peat-brown paper. The masthead,
however is quite different ( illus.1l8 ) being a lavishly decérated
affair. Hand-lettered in a Gaelic style it hasahuge illuminated
initial which combines zoomorphic features, interlace and a pre-
Christian épiral flourish in a rather non-authgntic wayl The masthead
is crowned with the ever-popular sunburst. SO we may call this a

transitional design. The 1917 cover was printed on green paper

B ————— - = e e o b



18.8amhain 1915, front cover and masthead. ( actual size )
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and the 1918 on purple. Irish throughout is set in the ubiguitious

Gaelic type mentioned earlier ( illus.19 ).

The issues all contain lots of ads, integrated onto the text pages.
Almost all bave a consciouély Irish aspect to their combent ( illus.20 ),
but not to their design. The only revival element is a 'Deanta in
éirinn' symbol 6n one or two of the ads. This was the 'made in Ireland'’
sybmol which appeared on ads for Irish oproducts and was composed of

interlace upon a vaguely 'Tara' brooch form. And showing that the old

iconography still held on, an ad for 'The Warehouse' on Henry St.

_bears the Irish karp and 'Ceéd Mile Failte' set in Gaelic type. It's

A0 interesting that over 50 years after their first appearance, 'Tara’
brooches and gold and silver torc brooches were still being advertised

by Dublin jewellers like W.Stokes of Westmoreland St. and West and Son.

More Gaelic League Publications- 1897-1920

The Gaelic League must have been a great populariser of revival
iconography. The 'Oireschtas' was the League's annual gathering of
members to participate in performances and competitions in Irish
singing, dancing, music, recitation, craftwork and so on. It had large
popular support and James Joyce and John McCormack are ssid to have
once competed in the competition for best tenor voice ( but I couldn't
find that competition listed among the catalogues I looked ati1). A
look at the Oireachtas programmes from the earliest available,1897,

to 1920, approximately, gives a very good crystalliZation.of the

progress of the revival's influence on popular graphics.

The programme‘cover for the second Oireachtas, held in May 1898 at

the Rotunda in Dublin, is very much in the early revival mould. It
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82 Queen Street.
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WE who refuse to sell
foreign goods,

YOU who buy Irish Goods
only.

e

Glceson & Co.,

~Cailors & Drapers,

IRISH GOODS ONLY,

11 Upper O’Connell Street,
R DUBLIN.

20. Some ads from Samhain, 1915-16.
Two showing Irish content, 1915,
(above). The 'Deanta in Eirinn'
symbol, 19i6, (above right).
The harp still in use, (below

right).
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+ Boland, Ltd.,
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21l. Oireachtas programme cover, 1398. ( actual size )

=l

bears no Celtic imagery at all. Printed in green on white ( illus.21l ),
it has a border of shamrocks ( this is identical to the one seen before

in Fainne an Lae and advertised in the Irish Printer in tne 1920's-

no doubt it had been on the go for many years before this too!).

A rather awkward looking cameo of a winged cherub playing am Irish
harp appears atvthe top of the page, surrounded by Victorian leafy
decoration. A jumble of typefaces appears under this, with the main

title- 'Second Oireachtas'- set in a Gaelic display face.

Douglas Hyde was among the recitors at this Oireachtas, and the
programme seems to have payed its way in that it carries ads from
many Of Dublin's top firms, including Hennessy's Whiskey, Clery and Co.

Gent's Outfitters, Switzers, and McBirneys. Fainne an Lae also takes

an ad!

The 1900 cover is quite plain, printed in black on light blue, and
again without Celtic Revival influence. ''he 1901 one has a much more
unified design, in red and black on pink card. This is another example

of the transitional style. Its much more Celtic looking than the

shamrocky 1898 one and the lettering is hand-done in the Gaelic style
with two decorative initials. The word 'Oireachtas' itself is treated
as a sort of panel with zoomorphic interlace ends, and a pre-
Christian spiral alsc features. Inside the 'O' is a scene with a
round tower and ruin. The whole lot is rather incongruously contained

within floral borders top and bottom:(7llus 22)

This combination,of Gaelic letters and an Irish scene, seems to have

been popular ;round the turn of the century-' cf. also Dublin Penny

Journal 1902-03%, and Fainne an Lae,
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22. Oireachtas programme cover, 1901, ( actual size )




25. Oireachtas programme cover,1902,

( actual size )
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From 1902-08 the Oireachtas programme covers are exuberantly Celtic.
The 1902 one is a totally Celtic style design, and is an early example
of the work of Art O'Murnagham, who was later to become 'the last!
Celtic illuminator. Printed in black on pink paper, the’'Celticness’

of the design is not enhanced by the colour. The design ( illus.23 )

shows none of the ideosyncracy which was the hallmark of O'Murnaghan’s

later and better known work,

Significant among the competitions held that yesr was one for the
best collection of 'Irish Manuscripts' at le=zst 30 years old, which
had been in the posession of the competitor and his family for at

least 10 years, and confined to persons engaged in manual labour!

The covers for 1904-06 were by J.F.Maxwell who also crops up as an

illustrator in the Dublin Magazine, and who was mentioned by Paul

Larmour in his lecture at NCAD in February as having freely adapted
the Celtic style in his illustration in the mid-century. The l904;and
1905 covers are similar, the first badly printed in black, red and
purple on yellow card, the second ( illus.24 ), a better printing,

in black, yellow, red and blue on white. Its an amusing piece of
revivalism with funny little figures emerging out of the interlace,
illuminating books and playing musical instruments.

Competitions that year included one for the best series of five
ioutline sketches' illustrating Irish history previous to the Union.
There was also one for the best design for a Gaelic League Teaching

Diploma, for which there were eight entries.

The 1906 cover is just another version of the last year's one, and
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was used for the following two years ( illus.25 ). It was printed in
black, yellow, mauve and orange on white. Clearly, if the League
Was not alone in using one design over a number of years, therse

can't have been a very great living to be made out of Celtic style

illumination.

Advertisments in the programmes were interesting. 1906's one contained
an ad for 'An Tur Gloine', and 1907's for Joshua Clarke's stained

glass and church decoration.

After this the exuberance goes out of the programme cCOVeErs. It's as
if the Celtic influence has become bureaucratised. The 1909 one

was quite plain, consisting of a Gaelic style title and a decorated
initial 'C', all quite stiff, and printed in blue and red on green

card.

The 1910 cover ( illus.26 ) is equally dulland offical looking. It

has the same decorative 'C' and a rather stiff, if not unattractive,
Celtic border, éhaped like a Romanesque window. It is printed in

dark green and red on light green card. This degenerates the following

year to derk green On pzle green, with the same design.

From then on the covers are not at all Celtic, with the exception of

a 1920 one which 1is a reversion to the stiff Celtic style.

It's important to note that throughout all this flowering and then
fading of the Celtic influence on the Oireachtas cover designs, the
fneddes of the programmes boreno relation to. the covers whatsoever,

remaining dull in format with Gaelic and roman type used.
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and masthead, ( reduced )

1905, showing front cover

i

The Oireachtas covers show a definite progression in theiwrdesign from
1898 up to 1910, over a decade later. This progression is from a
limited use 0f the symbols from the revival's first phase, through
the transitional style, to full Celticism. We must now see if this

pattern is repeated elsewhere.

IThe Irish Homestead- 1897-1908

The Irish Homestead was the weekly journal of the Irish Agricultural
Organisation Society, and was edited for a time by George Russell,

Or AE, a prominent member of the literary revival, and a painter.

The society's main function was to encourage the development of
agriculture in Ireland, but it also promoted cottage industry and
homecrafts, and was very much a voice of the Celtic Revival. Out of
this Organisation, Jeanne Sheehy says, csme the impetus for the
setting up of the Department of Agriculture and Techniéal Instruction
for Ireland, in 1899, and this department took over the running of

the School of Art in Dublin for a number of years:

The Irish Homestead itself was a rather plain affair, and contained
many ads for heavy farm machinery, even on its front page. Its masthead,
however, was quite a Celtic concoction, with rough interlacing spirals
and a mythical loeoking head with ancient head-dress- all combined

with hand-drawn lettering and a naturalistic rustic scene. This is

yet another example of the transitional style. The design is signed

but it is difficult to make out the name. The cover for the 7th of

January 1905 ( illus.27 ) was printed in green on white. The same

desigzn. and indeed the same ads, appear in different colour each issue.
Eil,

The Homestead's special publications are more interesting. A supplement
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to the 14th January 1905 issue contsins an 'almanac' withasix

mOnth calandar and a list of local societies. This section is headed

bY a panel containing an interesting scene of agricultural enterprise,
incorporating some rather crude Celticism in the lettering ( illus.28 ).

The panel is brinted in green on white,

From about 1897-1910, the Homestead brought out A Celtic Christmas

each year. This was a special 'bumper' issue published in mid-December.
It contained short stlories, poetry and romantic tales from the ancient

Sagas. The Celtic Christmas was a literary interlude, for the rest

Of the year the Homestead was concerned with agricultural matters.

The 1897 cover, not signed, was printed in black and Oorange on pink
paper ( illus.29 ). The design features a border of alteremating holly
leaves and Celtic spirals, some rather ideosyncratic Gaelic hand-

lettering, and, in the centre, a trzditional winter scene.

Contributors, on the literary side, to this edition include W.B.Yeats,
Douglas Hyde, Standish O'Grady and AE himself. Leading writers of

the revival were being brought before a, presumably, agricultural
Public. This mixture of personnel, and of different aspects of a

broadly nationalistic and revivalist mevement, is very characteristic

-

of the period.

Among the many illustrations inside is a rather mystical painting

of Queen Maeve by AE ( illus.30 ). A tall and majestic figure shines

out of the mists, wearing Celtic robes and carrying a spear and shield.
It's another sort of Celticism, peculiar to AE and more reminiscent

of the work of William Blake and of the Pre-Raphaelites in its use
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Oof elongated figures, than of the rather stiff revival aesthetic.

S0Lher NE painting appears in the 1898 issue ( illus.31 ), He follows

after shadows, the King of Ireland's son. AE's misty paintings

appear often in these issues- fairies abound! Another regular

contributor was J.B.Yeats, for example in the issue for 1899 ( illuss32 ).
In another casé he illustrates a poem by W.B., 'The Madness of King

Goll', in 1898. An illustrator worth mentioning, too, is Seagan
MacCatmaoil. His was a Dew way Of visualising the Celtic, but his
Work exemplifies the tendency for a style to lose its initial
eXuberance. His illustrations are rigidly drawn scenes from the sagas
with stylized figures in Celtic robes ( illus.3% ), as can be seen

in this smgll illustration in the 1904 issue. An illustration of his

for a translation of The "ain is reproduced in Paul Larmour's book.

From 1898-1903, A Celtic Christmas used another rather ideosyncratic

Celtic design as its cover. Shamrocks intertwine - with interlace and
Christmas bells in what seems a quite expensive production, with
gold orinted on purple, and then turquoise card, and finally golad

and purple printed on white.

Decorated initials, headpieces and tailpieces abound in all issues,
For example, in the 1898 issue is a Celti;-panel at the top of the
page and two decorated initials ( illus.34 ). In the 1900 issue is

a tailpiece with shamrocks in a Celtic tangle ( illus.35 ). The
illuminations don't show.any great understanding of the principles
behind the decoration in the original models, that is, they are not
careful facsimiles or pastiches. The style has now become popularised

and recognisable as 'Celtic' even if poorly or ideosyncratically

30. 'Queen Maeve', an illustration by AE, A Celtic Christmas, 1897.
( actual size )
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31. 'He follows after shadows, the King of Ireland's son'

illustration by AE, A Celtic Christmas, 1898. ( actual size )

- An illustration by J.B.Yeats in A Celtic Christmas,1899, (¢ actual size )
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And here (and 0! the sun is how!) they're gl
‘But naught he cares for wheat er tares, th

A Gelfic @hrisfmas
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-:‘ THE KING OF IRELAND'S SON.
Ny Nona Horren,

OW all awny to Tir na n'Op nrewinty
roads that ron,
Pt hoe has ta'en the longast lane,
the King of Treland's son.

There's roads of late, mul ranids of
love, and many it middlo way,

And cantles heep the vallexs dheep
where lappy lovers slray.

Where Angns goes there's many a

. rosa burma red mid ~hodows dun,

No rose there is will draw his Liss, the King of Treland’s ~on
And yonder xhere the sun is high Love Langhs amid the hay,

Put smile aud xigh have pased b by, sl never ko i lay

wl for liarvest won
+ King of Trelanil’s

son

Reaped at your feet's the yellow wheat, my tares are sowing

yet;
And here are fruits of gramarye with druid dews lieset,

S bittersweet no rman may eat, forgelting how "twas won,

But magic fruits he will not pluck, the Ring of Treland's son.

Oh, what are magic fruits to him who meels the 1 ianan=sidhe,

Or bLears for him through distance dint Fionn's o Blow
drowsily P

Tl

He follows on for ever when all yonr chase is done,

He follows after shadows, the King of Jrelmd’s son.

10:
THE AWAKENING OF THE
ULTONIANS.
By Staxmsi O'Guapy
[In the epical narmative of Cuenlain aud the Ited Bramh

.. Knight, one of the most interesting episodes deals with the

invaxion of the North by the warriors of the three provinces
led by Queen Meave and Fergime Mae Roy, the deposed aml

* exiled King of Ubter. A Druid enchantient for o time Inll.
,'the Northerm chicfs info a drowsy inaetivity, durimg wliel

the warriom of Meave spail the territory of Ulster. s the
Iatter are about to return laden with phinder, the wiear
Kuights of the Red Dmnch awake from their dreany, awd, full
of shame at their past inactivity, they pour forth from the
North to give battle to the hosts of Meave. The episade hiere
parmted deseribes how the Ulster warriors overtonk tle in-
vaders. Meave is in her fent ]
HEN was beard  the  sweet-tanel
voire of Queen Floeas:
< Mathivh~ vll pon 1 pever lne
held tha <an dewesmd amnd donds

so oz rel Traly, o
revms po Jonzer bhe o monapch of
the skv, atticel m erimeon ra'a -,
but ke a Dood-staimed warricr,

weltering i fichls of pore, ac e

wou W3 : :
e e swoons westwand o the vountry

Ard Queen Meave said:—

“What magic stillncas is this that cleaves areund the cimp
like a shroud around the deail, ro tlat vur voives <ol dis-
tact and termible? I hear not the lowing of the cattle or 1he
bleating of sheep, and my squirrel eraucls trembling m he

2 h 4

" .. Braaa; s !banh.; beneath & hovering cagle, and bnt now T
- beard, as it were, the voice of a dove addnasing me, and it
i emer, | , an
said, ‘I foresee Lloodshed ; 1 forosee power.  Cumaseral 1s no

longer under fear in hix island, nar Kelkar at Dy Sovarc hey
ror Concobar at Emsin Macha, nor Ia watrd in lis own luul-
nor Conaill in Ml Conaill” I+ it thon, O Faythleen, O Enu"
Pmphe(ru of Temainan hills.” ; "al ?

| by the Darr-huah ol the Tin, ¥
( ] rinces
bt tlimarray of the four provinces,
S sl i eall of the "‘
I, ATOning tho war™
| befoo the Queen, o

Then sonhsd Juan

trumpet-hlast of the
afar througliont fhe camp 1
inatraments of every sept and natin
amd Fepgos himeli sto
el attending ks,

Meave aml eried :—

ls of proparation, what p
1 around theo? What j
<t farth not enjoined by

it of wutiny or of ¥
I know not which o

o arms, in
sternly dimss

Tlv--n-.\l arted fortly Queen

CWhat e these inmmpel-ct
i this that arises fron thee ane
it thon sende
o anellingg mote 0%
VIR, for

manls nre these
and this low hoars :
Appree thom the Last, O I
oy ol s vonf

to louk, bui & el

And Fergns sl —

o Pear not, O Queen, anid regnred nut, for n spaco, tho

Bt fear thon to give any commands, or to @
penance thase who may s boe llenceforth, the warmy
of the Tan hadl wot pracelully (ivide the booty, eat fiesh, A
ctern war anaits them, and the com
Noal ~lidl e the prince of their feasting, and
craaking of baays (heie pleasant gunsic, for tho Red Dng
of the Ultonpans dravwetl nigh, e s the she-bear follo®
throngh the forest the trach of tho hanter cnrryiug |n‘
Baids ler mvished oflspring. sStand here, O wifo of Ax
Mor; seest thon angeht yonder above the durk green fo7
that to the north af this plan stretehes from the cast ¥

of arms.

deink e et but
of heraes

wards ="

Then Quaeen Meave mnwered amd said s —

1 e el 5 confused muttitade of flying birds of et
K, <l e et Qlying thitherward s thaugh terrid
from Bevoml the Torest, amd they Freak to the right hand
the Lo, But some ly towards us, and over us, and they ©
to mo like seashinds which flee heforo an ocean-racking L

pest when on the horizon, vl ~tll, il against o clear
they, with redonbled speed, are seen ileeing sliorowards,

to the iskinds and the Sheltering recesses of the crannied Kl

rucks." |

“And now that these Jiave passed away, horno awiftly,
st thou yet nught, O Jigh Que?

panie-strchen wing
! rpens gmeznng, as he spake, npon

the Oliemact
bright eyed forward-hending Quecn |

= Northwand, hevond the durk forest, T hebold noovis
lovely indeed and heantiful to look upon, and like ¥
raivend by agic power, wiene and faie; aosoft, white, deh
mist, like most pure wool many times refined ;oo like |
suow shed afur over the Tand; or ke the very whito w
donds of heaven aumoved against the blue canopy of |
stainless ~ky.  Moreover, from its bevel floor, as from !
face of sone wantifnl lough, there aree, as it were, )
eles, with that white soft sea ponred arommd theie lm-r.i

pever, O Poergns, have [ sight miare heantiful beheld” |

* Make keener now thy farssecing eyes, 0 wifo of A
andd tell me what thon seest.” i |

“That ~o ~erene nsd <Gl seenis to me =0 now ne lon
but soll with the stilliess o some intense and endless
tor within there appears, to me, to extst w rush, and
went, and commation, o he telt more than seen.  Mons
1 onow distingmsh manmierable faint twiaklings as of sta
e ploarine of the g, and guick sadden fiashings,
rapil iiecs that hare and go out, and are dlumined and
tingnishal, and cross one another's paths through alt
soowclihe faicy sty alsa spots of backness that mow
curved wavs wnd cease o

SAnd now, O mistres s of many warsiors, in this silens
thy own hest, aleeady divided eto veciments and - nat

which sl armed Gnd expeetan, t thou nught

that far distiree, O sovereizn of the nr

C 1 hear aovast confused home ke the murmur of
gigantie hive, when e the spring-time there is n noid
preparation amongst its populons voutl, an ondless roar
the Far away roaring o the sea, when in tho still moony
1ts long o

1 some vast abrekes sand, and |
or Wrdly hear, voives as of gods o ptant lieroes, nnd a
ringingg as of brass anud that my<terings mist, and now
chearly Todistingnedi the flashines, and (];g-l).g;”-. ané
rapid e Sond e st there s the I choning c-f’u Bie

34, A page from A Celtic Christmas, 1898,

showing a Celtic psnel and decorated

initials. ( reduced ) ;
35. A Celtic tailpiece from A Celtic

Christmas, 1900. ( same size )

_3’?_

performed,

The 1904 cover ( illus.36 ) has a new design, signed with a monograph.
Its main feature is g figure in a long robe, holding a leafy branch
Oover a map of Ireland complete with thatched cottage and religious
settlement. It was printed in gold on pale blue card. The design

was
used for a number of Years subsequently, and different colours

were used each time.

S0, in general, we can see a progression in graphic design of a
Popular sort associated with nationalism and the literary revival.
There's a move from the use of symbols in the late 19th-century, to
the transitional style in the very early days of the new century, to
full Celticism by about 1910, This is in no way a rigid pattern, but
it is a trend which can be found running through all the work looked
at. Furthermore, 'designing' was generally restricted to the covers
of the publications looked at, or to decorative elements, and it really
never stretched_to typography other than dewmiive hand-lettering.
Illustrators interpreted Celticism in a more personal way, as we've

seen in the work of AE, MacCatmsoil and J.F.Maxwell. We shall mow

turn our attention to this area.
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Illustration by Seagan
MacCatmaoil, A Celtic Christmas,
LO0IE S (e fit)i

Front cover, A Celtic Christmas,
1907, (above). ( reduced )
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6€.ILLUSTRATION

rd January 1920, masthead by Harry Clarke.

4

. ne ;
rOm our look at the Irish Homestead, and its supplements, it seems

that illustration with a revival influence flourished, at least from
the late 1890's on. Already we've seen work by AE, J.B.Yeats and
Seagan MacCatmaoil appearing between the years 1898 and 190L.

r ark
Among the illustrators whose work was associated with the revival,
the best known is undoubtedly Harry Clarke. His work is not an
entirely Celtic Revival phenomenon, for his style owes much to
Beardsley and the vogue for fantasy work which followed on from the
earlier medievalism., And his attitude towards some applications of
the revival style may be seen from a comment quoted by Nicola

Gordon Bowe in her book Harry Clarke, in which he said that the

design of the first stamps issued by the Free State was "horrid",
and that a minister of art ought to be appointed”before some real

blunder"was made!

Clarke was a very strong influence on other illustrators of his
period, some of whom were more pro-revival than himself, so it's

worth looking at some of his work which does contain a revival

influence.

The most outstanding of these was commissioned in 1922 by the Irish
National War Memorial sub-committee. Clarke was invited to design
the commemorative volumes of names of Irishmen who died in the 1914-
18 war. He designed eight decorative borders which were, as Gordon

Bowe points out, a combination of Celtic and-Art Deco motifs.

These are repeated throughout the volumes and the most Celtic of

e
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them goes op the title page for each volume, the rest being repeated

at random ang sometimes reversed.

The title page has four angels carrying the shields of the four
Provinces, two each side, surrounded by Celtic patterns composed
Oof interlace ang strange zoomorphic forms, some of them mollusc-like

in shape. The centre bottom of the page has a semi-circle in which

stands Erin with a harp and a wolfhound, flanked on the right with a

sunburst, and on the left by a round tovwer and ruin. This is about
as Celtic as Clarke ever got ( illus.37 )1!

The other seven borders vary but all incorporate realistic silhouettes
O0f soldiers in various battle-scenes, complete with rifles, machine-
guns, horses and headstones. These figures are set in various
decorative swirls. One page has a leaf device which incorporates the
harp, with Erin formine one of its sides, and topped with a crown.
Another has zoomorphic trellis work into which are fitted harps,
shamrocks and the crown. A third is very characteristically Clarke,
being composed mainly of a patchwork of rectangles of pattern.
Strangely, this sort of work has a very 'Celtic' feel to it, perhaps
it's the obsessive use of pattern for it's own sake. This obsessiveness
can lead to a subjectivity which can be quite unappealing, as with

Art O'Murnaghan, but Clarke, like his 'Celtic' predecessors, always

managed to keep his work open enough to have public appealt!

The volumes of Irelands.Memorial Record were, as Gordon Bowe says,

beautifully printed by Maunsel and Roberts. The set is in the

collection of the NCAD library.
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Another of Clarke's decigns which shows a strongly revivalist

influence is tpe masthead for The Irish Builder which was used from
1920 on (

illus.38 ). There's a very wriggly bit of interlace, some

Ce1tic_relief On the pillars, and on either side of the title stands

a monk-like figure, atop a beehive hut and some ruins, respectively!

A very typical eXample of the style Clarke adopted when treating Irish
Subjects is his unfinished black and white illustration ( probably

for The Playboy of the Western World, says Gordon Bowe JR(R s 398

In it he uses a slightly less ethereal human figure and 2z wealth of
Pattern, a lot of it Patchwork. He also introduced some modern
Objects and dress,though overall the style is still fantssy. This

aPProach may also be found in his stained glass windows at the

Hugh Lane Gallery, and was the one emulated by many of his Irish

contemporaries.

The Dublin Magazine

A look at the Dublin liszgazine, a literary journal which first

appeared in Sepfember 1923, shows the strength of Clarke's influence,
The first example is by Millicent Girling, a student of Clarke's, and
dppeared in the first issue ( illus.40 ). It's for a short story by
Brinsley MacNamara. The most 'Clarke! feature, apart from the drawing’
-is the rather fey cloth cap on the righthand figure, patterned in
patchwork. Another, from the second icsue, is by Philip Deegan for a
story called 'The Ingoldsby Legends' ( illus.41 ). Clarke's influence

is quite obvious both in-the composition and in the drawing and

decoration.
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r illustrations in the Dublin Magazine have a aifferentT revivalisme.

Art O”-’ . . 1. 3 . +
Murnaghan appears, using a style much more like his work 1n the

Boo ; : :
k of Ressurection than in that on the Oireachtas cover earlier.

1
The Volcano', which appears in the June 1924 issue ( illus.b42 )

1S a crazy Celtic work, with no rigidity left in the interlace atall.

A rather strange approach to Celticism is shown in the illustration
1
Balor' by A.0 Malaoidh ( illus.L? ). Celtic ornament here is

Suggested rather than realised.

Others who illustrated for the magazine were Harry Kernoff, J.B.Yeats,
and many more. Paintings by John Keating and Sarah Purser were
reproduced. Literary contributions came from James Stephens, Liam

O'Flaherty, Padraic Colum, and others.

In conclusion, while there is no one trend running through the
illustrations shown, all were influenced by the revival in that they
chose a consciously Irish subject matter, or included Celtic motifs.
Harry Clarke was certainly an influence on some artists, but others
developed their own personal Celticism. But there was no 'movement'
in illustration comparatle to that in graphic design, let alone to
that in the other apvolied arts. It seems that the 1920 s might have
seen a flowering of illustrators, as compared to the earlier years.

But further research would be needed to verify thise.
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L2, Illustration by Art
O'Murnaghan, Dublin

Magazine, January 1924.

4%, Illustration by A.
O'Malzoidh, Dublin
Magazine, August 1925.
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7. SOME TYPOGRAPHY IN THE REVIVAL- The Arts and Crafts Catalogues,

Cuala Press and The Irish Printer.

In this section we'll see that while most revival publications
neglected typography, there were a few exceptions, such as the
Arts and Crafts Society exhibition catalogues and the work of the
Cuala Press. But even these exceptions lacked the penetration of
comparable revival design in England. There was some general

awareness of certain aspects of typography during the period, however,

as is borne out by discussions on Gaelic type in The Irish Printer.
These show that while typographical design- of Gaelic type- may not

have been tackled, it was certainly adverted to.

The Arts and Crafts Catalogues.

One place where we might expect to see the revival reflected in s
fairly distilled form in in the catalogues of the Arts and Crafts
Society of Ireland's exhibitions. After all, the revival was most
active in the crafts, and in architecture, and so the exhibition

j g ign, but
organisers would have been concerned, not just about good design,

also to reflect their revival zesthetic.

The cover of the second Arts and Crafts catalogue, 1899, is not in
e ! se

th lightest bit revivalist, however. In fact itls gote alsliEhtly,
e s

ts bor v i illustration of
in i der of leaves and its il

v flavour in 1

art nouveau

holding an urn and a brush, surrounded by an owl, a pallette,
a lady holdi

insi betrays no design input, etther.
kull! The inside
a book and a 8 | :

O‘rer or 1 n’ b
The (o4 .

]ain. The fourth, 1906, catalogue cover has two rather
is quite plalnl.
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'Celtic myth' looking heads with a chalice held by one of the figures.
The 1ist of eXhibits is more interesting. Among them are some drawings
by John P.Campbell with revivalist titles like 'Niamh appears to

Ossian and his companions', and 'Finn finds the OldMen of the Fianna'.

Also listed were hand-coloured prints designed by J.B.Yeats and his

wife,

Harry Clarke designed the cover for the fifth exhibition, 1917,
and it's an attractive piece of fantasy, but not at all Celtic.
The whole catalogue was beautifully produced. The pages were not
guillotined, indicating hand-made paper, and it was printed by

George Roberts in Dublin. It is an exception to the rule about the

revivalist's usual indifference to graphic 'design', in so far as its

typography and layout is concerned. The whole production, from title-
page, through text, to the ads for firms like Cuala Industries and
Cluna Workshops, is set in the same typeface-'Ceslon'-and in column
widths which allow generous margins. The setting of the ads is
particularily attractive, because they appear in 2z narrow column
centred on the page, and each ad is separated by a thin rule.( illus,

and Ik

A Geltic touch is provided by Clarke with an illuminated capital 'T!'
at the beginning of the foreward. The'T' contains a saintly monk

holding a book ( illus.46 ). The foreward, by John R.O'Connell,
shows how Celtic revivalism was by that time totally accepted

by the arts and crafts establishment as the natural aesthetic

within which to work. He says that since 1910 there's been a tendency

i definite" revival in artistic work. It is
towards a ''conscious and defin .

i i i tion to study
Wthe terrible conflict in Europe which causes each nation y
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FOREWORD e

HIE AREST VAND  CGRAFETS -
SOCIETY OF IRELAND ‘
“wish to put on record their gratitude
to the Department of Agriculture and
N = Technical Instruction for Ireland for

;-

& ol S
> o X

»a's'e d

having given the Society an opportun-
ity to take part in this Exhibition. The
two sections, the ene arr:inged by the Department, the
other by the Society, explain and supplement each other,
and students, craftsmen, and all who are interested in craft
work will benefit by the union. It will enable the public
to judge the results of the course of training in craft and
design given in the Art and Technical Schools under
the Department from the selected examples shown in
that section. It will help them also to appreciate the
more mature work of those who have taken up the
practice of craft work in one or other of its branches as

the business of their lives.

Although in such a period as that through which we
are passing the Arts and Crafts Society of Ireland would
not have been able to hold an exhibition of their

15

I1luminated capital from the foreword of the catalogue to tp
e
fifth Arts and Crafts exhibition, 1917, by Harry Clarke

(same size)

i

=il

ERBeldeepl yiiits lown art rathes than draw influence from afar'.
Ireland has turned to its own rich tradition- the Cross of Cong,

The Ardagh Chalice and the Tara Brooch. But inspiration should also
be drawn from movements of the present, he says, and there should be

no . - .
Slavish reversion to ancient foras.

Among the exhibits were illuminations by Joseph Tierney, George A.
Cogan andGeorge Atkinson. There was illuminated lettering from
Cuthbert C.EZnglish, drawings by J.B.Yeats, a headpiece by Oswald
Reeves, Cuala Press editions, and books printed by George Roberts-
including 'Earth of Cualann', written and illustrated by Joseph
Campbell. The other revival crafts were well represented, too.

The Celtic Revival seems to have been at its pezk in so far as

the arts and crafts are concerned. And the more specialised graphic
arts, like illustration, illumination and lettering, were clearly

very popular.

The sixth exhibition was held in 1921, and its catalogue cover was
designed by Wilhelmina Geddes, who also illustrated for the Dublin
Magazine. Insides the catalogue repeats the nice typographical style
of the last one. Thomas Bodkin's review, mentioned by Gordon Bowe,

in The Studio, says that slavish copying of the old glories of Irish

art is now out of favour, and that there Is little that suggests

mere imitation.

whose work we've already seen in the Dublin Magazine

A .O0'Maolaoid,

designed the cover for the seventh catalogue. The design consists of

two rather regal and Celtic myth type figures with ornate robes, drawn

in a rather stiff way. A huge decorative halo encompasses both heads-
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a feature much used later by the dreadful Jim FitzPatrick. The male
figure holds aloft what appears to be an Hiberno-komanesque religious
Settlementr 8o the Celtic Revival aesthetic was still upheld to some
extent by the arts and crafts establishment in 1925, despite increasing

L : . % .
riticism. Inside, the catalogue remains similar in format to the

Previous two. Ads appear for Cuala Industries and for Colm O'Lochlainn's

printing firm 'The Sign of the Three Candles' in Harcourt S e

Others, C-IHIIS A7 and i8)

The 1925 foreward by P.Oswald Reeves, the enamelist, is interesting

as a contrast to the 1917 one. Though he himself was a Celtic Revival
artist he is critical of the Celicism which pervaded design at the
time- "At the present moment in our history, it is perhaps not
surprising that thought is apt to direct itself, not so much to....
underlying and cbntrolling conditions, as to the adoption of a
distinctive national style in the Arts, derived from the Celtic
tradition, in apparent unconsciousness of the dependence of national
style upon a determined vital striving on the part of a peoole, to
achieve in theif actual lives their settled ideal of human dignity".
Other countries seem determined to create an environment acceptable

to modern life, he says- "from architecture to the smallest utensil....
everything is being transformed to accord with.... living conditions,
habits and ideals". Reeves feels that a ZOthQEentury style not derived
from any pre-existing one has been arrived at. An assumed mannerism,
Celitic or otherwisé, shows a poverty in ideals and in courazage, he says,

but a new style will grow in Ireland if we have sufficiently strong

modern ideals of '"human dignity".

As Sheehy says, we can See from this ( she quotes a portion of it )
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exhibition, 1925. ( same size )

e
that b ",
Y1925  there was a reaction against the use of Celtic ornament,
simil ;
ar to the earlier reaction against harps and shamrocks. There
wWas a f : i ;
eeling, she says, that Irish art was not to be created simply

by revi o)
Ving formscharacteristic of ancient times. Thie was certainly

the . !
Caee B I thinlc Siin the arts and-craftes But as an iconagraphy,

rather than as a design movement, the harps and shamrocks and the
Celtic motifs cbntinued in use in some areas of the popular graphic
arts. Throughout the 1920's, at any rate, whenever the new Irish

state wished to declare itself in visual terms it turned to the
"emblems' and to Celtic Oornament. We can see this in the first postage

stamps and in Lhe Book of Ressurection- we'll look at these soon-

and in Ireland's Memorial Record which we've seen.

Finally, a look at the items listed in the 1925 catalogue shows that
while the Celtic Revival may have been on the wane, many artists

were still working within the style. Irelands Memorial Record was on

show, along with Clann Lir, illustrated by A O0'Maolaoid who did the
cover that year and printed by Colm O'Lochlainn. Decorative scribe-
work included:"an initial letter with Celtic treatment" by Lucy E.
Costello BA; an illuminated book by W.Dunne and printed by O'Lochlainn;
and eight Gaelic Prayers by Michael O'Brien. Drawings for reproduction

include A O'Maolgoid's 'I am Finn the son of Cool' and 'Bzlor of

the Evil Eye', seen earlier.

Other items came from Harry Kernoff, Dun Emer, Cuala, J.B.Yeats,
Oswald Reeves and more from Harry Clarke, But a large proportion

of the exhibits seem definitely well within the Celtic. Revival

tradition.

e
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Cuala Press

In neitherof its two phases did the revival generate real exploration
in graphic design. But there was some work which came near it! In

most of the material we've looked at,'designing'.rarely went beyond
the front cover and was confined to jillustration and decoration. There
were exceptionsi the Arts and Crafts catalogues from 1917 on,printed

by R s , .
Yy Roberts; Irelands Memorial Record printed by Maunsell and Roberts;

and work from Colm O'lochlainn's 'Sign of the Three Candles'.

1 y e
All of these were pleasing, however, because they came from the hands

0f good vprinters. In other words, each was a good printing job which

had been typeset and prepared with care and good taste. This doesn't
mean that any real design conviction went into their production.
Rather, the works mentioned exhibit a traditional znd rather conservative

'good taste'.

The only group which came close to being book designers in this

sense were Dun Emer, later Cuala, Press. Sheehy gives zan account of
them. Dun Emer was founded in Dublin in 1902 by Evelyn Gleeson and
Lily and Elizabeth Yeats. Both Gleeson and Lily Yeats had backgrounds
connected with William Morris and the (uild's ideals came from this

influence. Gleeson was born in England and studied carpet design

;nder Alexander Millar, a follower of Morris. Lily Yeats worked as

an embroideress under his daughter May. The main crafts at the Dun

Emer Guild were embroidery, printing and tapestrygandas far as possible

they used Irish materials- paper, linen and wo0l.

P tine began‘in 1903 under Elizabeth Yeats's direction. An 18th-

chosen, "not eccentric in form, or difricult to

century typeface was
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read"- this was 'Caslon'. Paper was made of linen rags without
bleaching chemicals,and a small hand-press was used. Elizaoeth had
learned a little about typesetting in London under Emery Walker,
Morris's friend, and with the Women's Printing Society. But she knew
nothing about press-work and was, apvoarently, afraid of machineryl
None the less, the Guild began to produce orinted work of a high

quality and of g distinctive style.

From 1903 Dun Emer produced books, prints and Christmas cards,
hand-colouring some of the prints and cards. We've seen mention of
this work in the Arts and Crafts catalogues already. By 1916 the Guiid had
shed tvelyn Gleeson, who took the 'Dun Emer' title with her, and had
become 'Cuala'. Throughout all this time, and right up to the 1940's,
the style of book production remained the same. So we can safely

look at A Lament for Art O'Leary, published in 1940, as an example

of Cuala's work.

The book contains a long poem, translated from the Irish by Frank
O0'Connor, with six illustrations by J.B.Yeats. The title=-page

( i1lus.49 ) has type and vignette typically centred on the page

with generous margins all round. The title, name of author, address

of publisher and date of publication are all set in the same typeface-
Caslon—~— and in capitals, infhesame point size. This leads to a very
harmonious effect. The vignette is a square-format drawing by Yeats

and is placed in the middle, between the author's name and title,

and the publishing information.

The main text:is set in a Marrow column down the centre of the page,

again with generous margins. Line-spacing 1s presisely the same as
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A LAMENT FOR ART O’LEARY:
TRANSLATED FROM THE IRISH BY
FRANK O’'CONNOR, WITH SIX ILLUS-
TRATIONS BY JACK B. YEATS,R. H. A.

. THE CUALA PRESS
DUBLIN, IRELAND.
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49 .and 50 Titie—page and double-page-spread from A Lament for Art
. O'Leary, 1940, published by Cuala Press, (same size)
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Rider of the white palms,
How a brooch became you
Inashirt of cambric!

And your hat with laces—
When you rode there,

And their strects were bare,
"T'was no love that stayed them
But hatred and fear.

My love and my calf

Of the race of the earls of Antrim
And the Barrys of Eemokilly,

A sword became you.

A hat with a band,

A slender foreign shoe

A suit of yarn

Woven over the water.

My love and my sccret

*Tis well you were suited

In a five-ribbed stocking

Your legs top-booted,

Your cornered Caroline

Your cracking whip.

Your sprightly gelding —

Oh, many’s the girl

That would stop to behold you!

My love and my sweetheart,
When 1 come back

The little lad Conor

And Fiach the baby

Will ask me surely

Where I left their father;

I will say with anguish
*Twas in Kilnamartyr —
They will call the father

That will never answer.
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49. and 50. Title-page
0'Leary, 19

and double-page-spread from A Lament for Art

40, published by Cuala Press. (same size)

s T




e TR T TR

e A R R B B T

=T HAS BEEN ' :
AY told that there was “
4 once a KOUng man -49-

of free kindred and
whose name was |
- , on the tj
: Hallbhthe.lgwas 3 title page, and the same typeface and point size are used
ir. stron not . again. :
fAHV' _g'b o A double-page-spread ( 1llus.50 ) shows that while all the
A untried m Dbattle; o
. hcwasofthCHOUSC €ments are pure and of excellent quality, when put
g 1 ‘ togeth g
: é)fthe Raygn Off?ld SR U theNeiifect is rather plain and featureless, though its
Ry : alr
‘time.  This man loved an exceeding e .
me. {{ - aint, and the quality of the paper, illustrations,and setting

damsel called the Hostage, who was of the T
1l quite pleasing. Missing,however, is the sense that the medium

h
asibeen mastered to the extent Oof having a design theory behind it.

We i
L get this sense from the work of Morris's Kelmscott Press, but

T never seem to find it in Celtic Revival work.
5l. An example of type-design and page-design by William Morris- i
frzm The Story of the Glittering Plain, 1890. ( William Morris ™ None the less, Cuala Press editions were held in high esteem by their
e .
and his World ), H! contemporaries, as they are today. A note in The Irish Printer of

52. A page from the 'Chaucer' by William Morris, 1896. ( William 3 i

Morris and his ¥orld ). March 1926 reports that a review in The Sphere praises the books !

.}1 ' printed by Cuala as being better than any of the same kind in England,

where the type is too small, or the line of type too long!

There's no doubt that the Arts and Crafts movement in England, from
tne mid-19th-century on, had a great influence on the Celtic Revival
'f j arts. That movement represented a genuine decign revolution, and it

provided many of the forms upon which the Celtic Revival hung its
 ' décoraticn. The difference between the two movements was precisely
this- the former movement changed the shape of design, while the

;l latter really just developed a decorative style. And in Ireland

it seems that there was really no Arts and Crafts movement separate

o
o
1
r

»,

8 .a=
A
g -

L

from the Celtic Revival.

i One Arts and Crafts artist, and veteran of the Gothic Revival, was

William Morris. As we*ve seen already, he had a direct influence

on some of the Celtic Revivalists. It is as a contrast to their
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has been mastered to the extent of having a design theory behind it.
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T seem to find it in Celtic Revival work.
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from The Story of the Glittering Plain, 1890. ( William Morris - No
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Morris and his World ). ' Al Farch 1926 reports that a review in The Svhere praises the books
2 }l}' printed by Cuala as being better than any of the same kind in England,

where the type is too small, or the line of type too long!

3
Theres no doubt that the Arts and Crafts movement in England, from

i R

tne mid-19th-century on, had a great influence on the Celtic Revival

ir arts. That movement represented a genuine decign revolution, and it
provided many of the forms upon which the Celtic Revival hung its

“ décoration. The difference between the two movements was orecisely

this- the former movement changed the shape of design, while the

latter really just developed a decorative style, And in Ireland

it seems that there was really no Arts and Crafts movement separate

| from the Celtic Revival.

[v One Arts and Crafts artist, and veteran of the Gothic Revival, was
William Morris. As we*ve seen already, he had a direct influence

on some of the Celtic Revivalists. It is as a contrast to their
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graphi ; :
Phlc design, particularily typographical design, that we shall

briefly look at him now.

Willi :
liam Morris only began to control the design, printing and

production of his books in the last decade of his life. In that

period,

as Ray Watkinson notes in William Morris and Kelmscott,

his press printed over fifty books, all of a very high standard,

and Morris himself designed three typefaces for use in the press.

His type design was influenced by early letterforms and by the art
0f calligraphy, which he had explored since the 1860's. One of these,
*Golden' ( illus.51 ) was based on a 1476 roman face by the famous
Nicholas Jenson. It is the most readible of the three, and is based
to some extent on a handwriting script,as can be seen from the
slanted cross-stroke on the lower case 'e'. The other two typefaces
werer gothict, tEOugh not 'black letter', more a medium between this

and roman.

Morris's typefaces were used often in conjunction with lavish decoration,
sometimes quite ‘simply, to create books with a strong,unified design
which echoed their early models, but were also something new and in

Keeping with the Gothic Revivalism of the age. An example of this

unity may be seen in The Story of the Glittering Plain, 1890, ( illus.51 )

where illuminated initials are used in conjunction with the typeface
'Golden' to produce a complete integration of type and decoration.

Letter-spacing, word-spacing and line-spacing have all been adjusted

to achieve.this effect.

The Kelmscott 'Chaucer' represents the height of Morris's achievement

as printer, typographer and book designer. 1t took nearly four years
?
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to Complete ang Was ready only three months before his death in 1896.

The type ugeq Was his gothic 'Troy', in an ammended form, and the
Overall effect ig Perhans over ornste for modern tastes ( illus.52
82893 ). What is interesting as a contrast to the book design and
Scribe-work §eéen from the Celtic Revival is the attention to design
elements such a5 the spacing mentioned above, and the total integration

°f type, illustration angd Ornament, all bzsed on worked out proportions

and design bPrinciples,

It was the conviction about the rightness of what they were doing,
in human ternms, together with a full exploration of materials and
medievgl forms, in design terms, which gives the work of the Enzlish
Arts and Crafts movement, and Morris in particular, its completeness,
and the sense of ideas and forms thorougnly realised. Morris, in other
words, started from first principles and followed the logic of his
revivalism. In the Celtic Revival the ground work required for g

real design movement was not done, but we can see from the former

what the latter might hsve been. This holds for typography above all,
because there was a genuine need during the period for the design of
good Gaelic typefaces. This is in no way to dismiss the appealing
vigour and energy of the Celtic Revival work, but it helps explain

th, once the vogue for Celtic decoration passed, there was little

graphic design legacy for suceeding generations to work on.

The Irish Printer

The Irish Printer was fthe monthly journal of the printing trade in

the first jears of the 20th-century, and was published from &5
Bachelors Walk. It is of interest to look at it for references to the
a L]

Celtic Revival, as it should give some indication as to its penetration
e icC ’
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— The tendre croppes, and the yonge sonnc
Z20Y | Path in the Ram his hatfe e yronne,
| Hndsmale foweles maken melodye,
That slepen al the nyght with open cye,
S0 priketh hem nature in bir corages;
Thanne longen folk to goon on pilgrimages,
Hnd palmeres for tosehen straunge strondes,
To ferne halwes, kowthe in sondry londes;
Hnd specially, from ¢very shires ende
Of Engelond, to Caunterbury they wende,
The booly blisful martir for to ache,
That hem bath holpen whan that they were
seehe.

e FIL that in that aeson on a day, B9
*r “"F‘ In Southwerh at the Tabard as

Llay,
‘Q Redy to wenden on my pligrym- T
age
Al To Caumterbury with ful devout

Bshourea soote corage,
oghteof Marchhathperced to the rootc, Htnypght were come into that hostelrye
And batbed cvery veyne in swich licour, Welnyneand twenty in a compaignye,
f which vertu engendred is the flour; Of sondry folk, by aventure yfalle
Whan Zephirus eck with hig swcte breeth In felaweshipe, and pllgrimes were they alle,
Inspired hath in every bolt and becth That toward Caun
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53, Another page from Morris's 'Chaucer', 1896. ( William Morris
Bie

and his World ).




The Same to Pourselt

* Guid Tuek and joy he with you all!™

Nange an old-time songster gatly
.\-!:l_\' the echo of his gl reivain
Ring round your pathway datly,
Dispelling care and dull despair—
Defying weary sadness: |

Filling life with visions fair

Aud crowning it with gladness;

No that the merry Chiistmas chime
Of “* Peace on earth, goodwill,™

May like a garland round you twine
And shield you from all ill,

Till New Year's joy on earth shall blend
With hlessings more enduring,
Where peace and plenty never ed
And ills shall need no curing.

Till then may you and yours be hles
With every needed blessing,

And each glad day, like <un’s hright ray,
Bring treasures worth possessing,
And when, like glorious sunset olow
The evening shadows linger,

May life's decline with glory <hine,
Tonched by Time's kindly fuger,

Wa. J. Savypeps,

5L. A page with Celtic ornament ‘from The Irish Printer
’

( same size )
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int i ‘
O printed material generally. The journal is totally plain in
8PPearance but its content shows it to have been remarkably abreast

of Revivalist concerns.

In the issye for June-July, 1918, the editorial contains a review

of a copy recei&ed of specimens of work by students of the Dublin
School of Book Production. What exactly this school was is not clear,
but the editorial Praises the standard of work while criticising the
Omission of Celtic ornament! This neglect he finds hard to justify

in such a school- "pot a sign of anything Celtic from beginning to
endedic.a i not a headpiece, tail-piece, border or ornament....". And this
inspite of the "greatest resurgence of Nationality within the memory
or living man". Often, he says, "we have looked in vain for the
decorative title page, by an Irish artist who.... could suggest to
the iim=gination by design what the writer aimed to convey in words",
The writer hopes that in the coming season this lack will be remedied,
not by the introduction of round towers, sunbursts and wolfhounds,

but by the cultivation of Celtic design and ornament.

This piece shows how the 'emblems' of the early revival had become
-unpopular at this time and how it was now proper to demand the use
Celtic ornament as a sign of the spirit of nationalism which had
become the accepted 'ideoclogy'. The writer is perhaps a little unfair
in finding no sign of the style about, but clearly he felt there was
not enough of it! It's interesting to note that the journal took its
own advice a few months.later, in the November-December, 1919, issue,

where there are a couple of rather crude decorated initials.

The December 1924 issue shows the journal making another of its rare
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forays into decoration,and an extremely crude Celtic border,
incorporating rather odd wolfhounds and shamrocks, appears as a
surround to a seasonal poém ( illué.ii ). The same issue contains
& reproduction of new Gaelic £ypefaces from the Lanston Monotype
Corporation (15ast55 )
In May, 1925, ié an article on a Belfast printers suppliers,
named Strain, illustrated with a charming concoction of five
Photographic vignettes of the firm's building, the central one in
the shape of gz postcard, all entwined in a delicate interlace of
S shamrocks. The design is rather in the stlye of the older revival,
w | - and reminiscent of the work of the Belfast firm of Marcus Ward in
[ : the 19th-century ( illus.56 ). Perhaps the work of that firm continued

H  i to have influence there after its demise.

The Irish Printer was always good at keeping its readers informeu of

interesting reports in other publications. In October, 1928, a piece

in the Irish Independent is mentioned where an 'admirer of Gaelic

lettering' feels that too often only the poorest specimens of it
= appear in print. The ‘'admirer' blames the Gaelic League et al for
!. having done 1little to encourage good printing, and says that all

too common are the 'shaded' or "thick and thin" letters, which are

;! | objectionable in small print, and don't look very well in large
i :
. print either!
,,l-‘ The controversy is continued in the issues of December, 1928, and
Ji" y February, 1929, when an article in the Irish Book Lover by Colm
: ’ ‘

| O*Lochlainn, the printer mentioned earlier, .is reported. In this

e article O'Lochlainn says that to date little attention has been

e s e
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‘The Lanston Monotyp Cotpaiation, Ltd. desire us to

slate for the iufurnmli(.n of their custonmcrs who  ar,

equipped with their Display Ty

matrices for loay purposex ar,.
epol, 39 Lower Orng
) point,
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55. Gaelic typefaces from Monotype, The Irish Printer, January 1924.

rinter, May 1925.

56. An illustration from The Irish P
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THE IRISH BOOK LLOVER
62

THE PRINTER oz GAELIC PRINTING

HE technicalities of Gaelic Printing have ?1_thcrto
been given very scant attention, either by Printers,
Typetounders, or Authors—the three crafts most

intimately concerned.
xnt}\.?zi}fil-:{g Jess than a study of the problems by 2 gro]liip gr
commission representative of all three bodies wou e

i ‘o about any results, but for the moment it 1s
i Iuli(:f!t):] ttc:J ls)cr:ltn orth the di);ﬁculties as seen by the P‘rmtcr.

e In the ordinary Roman Fount as usec'fi for Newspaper

and book work there are altogether 151 pieces, made up as

touo?ai;itals 29 ; Small caps. 29 ; Lowerqasc letters (which

includes the usual diphthongs and ligatures =, c, fi,

fi, i, fi, ff) 33; Points, i.c., punctuation mgrks and

brackets 10; Fractions, i.c., halves, quarters, thirds, and

eighths 9; Commercial signs 8 ; Rcference marks,

i.e., asterisks, daggers, &c. 8 ; Brjaccs 3 sizes 5 Dashes

3 lengths ; Leaders 1 ; Quads 4 kinds ; Spaces 4 kinds.

This. enumeration does not include accented letters (not

: often used in English Printing) ; italic type, which is so

j useful for emphasis ; or the heavy black type called Claren-

o don, so much used for headings, sub-headings, and (in

school books) for important names or incidents. ~While

Clarendon can be done without, the italic can hardly be,

and a workable fount of italic contains capitals, lowercase,

and points—at least 72 characters, even if the figures, &c.

e T L

e g e e

B are omitted. :
£ I have given this in extenso to show. the comparative:
F poverty ofg;hc Gaelic equipment at present available, It

contains no small capitals, no fractions, no reference marks, -

- -and no italic alphabet whatever. Added to this there are
really only-two faces made, one light, the other heavy—a:
~marked-contrast with the- Roman Alphabet, of which thers

_ -afe some-hundreds to. choose from for book-work -and;
T s R :
The type in The. Irisk Book Lover is for ‘the most :

“Caslon Old Face (the smaller. type ‘is Ronaldson Old Style s

57. Page set in 'Caslon 0ld Face', from The Irish
1928. ( same size .)

Book Lover, May-June

=54~

Paid to the : o, 7l
technacalltles of Gaelic printing by printers, typefounders

Or authors, 1
He callsg for a commision to be gathered from all these

Pe€ople to look ‘into the matter.

In describi

2 omithe poverty of Gaelic equipment available, he mentions
t 9
he complete absence of small capitals,

and italics.,

fractions, reference marks

There are really only available, he says, a light

Versio ;
B and a heavier one, He pays tribute to the Monotype Corporation

who, 3
» in 1913, collaborated with The O'Rahilly to cut a new e

'rt d 'at J
and 's' for their standard fount, and evolved two new heavy faces

suj !
itable for headings and ads. These may well be the faces reproduced

in The Irish Printer of December, 1924, ( —i}M ) ‘OYFBochiabnn

HLgesithe printers of Ireland to demand from Monotype small capitals

in all sizes and pérhaps later on an italic face.

At Present, though, he says that it is easier to design a beautiful
book, even in Irish, using roman. This will remain so until the
'average' Gaeli¢ fount is extended. Just which typeface this 'average!
fount was is not clear, but it certainly came in for a lot of criticism.

In the original article, in the Irish Book Lover, O'Lochlainn compares

a page,in that journal, in English and set in 'Caslon 0ld Face!,
with a page in Irish, in the fount just referred to (11 stiow,
and ). He contrasts the 'pleasing diversity' of the English page
with the Irish one and"ceases to wonder at the perpetual sameness of
our Gaelic book printing'". That 'average! fount, at any rate, he
considers the worst of the twenty Gaelic typefaces ever used. As

noted in connection with Gaelic League printing, he finds it "spiky

and patchy", and in anything over 18-point it is "an atrocity

compared to even the most amateurish penmanship":
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58. Page set in Gaelic type from The Irish Book Lover, March-ppril
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THE NEW IRISH VELLUM.

CREAM CREAM
OR o
AZURE. AZORE:

NOTEPAPER, ENVELOPES, COMPENDIUMS,
WRITING TABLETS, RULED or PLAIN.

ASK YOUR WHOLESALER
FOR SHOWCARDS.

A. ARMSTRONG & C9 I'? DUBLIN.

TRADE ONLY SUPPLIED.

59, An ad for 'Ardee Vellum' in The Irish Printer, February 1928

ICSRPRENEVR V.V VW e

62. The fi '
The first set of definitives of the Free State

-55-

So %e S€e that while no real work was done during the Celtic Revival
:%rloa Oon the design of new Gaelic typefaces, there was much
1satisfaction with them, and they were discussed in detail by their

users. This failure to tackle typography for the Irish language was

a bit of a 1o :
St‘OPpOrtunlty, in view of the exploration that went on

durin im
& a similar, but Gothic, revival in England!

. Finall A
Y, an ad from the Irish Printer of February 1928 is shown ( illus.59 ).

It's for
Ardee Vellum' and shows how Celtic ornament had by then become
popular i ]
pular in ads for Irish products. This sort of usage continued, to

some extent, right up to the 1960's.

P ——
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8 .THE NATIONAL STYLE-

Art O'Murnaghan, postage stamps.

G - : : i ‘
raphic design ip the Celtic Revival, as we've seen , was mainly

Ctoncerned with a3 sort Of illumination, combined with a fairly

crude Gaelic hand-lettering Or scribe-work. Some of this work was

done in the more>rarified end of the movement, for journals of the
literary reviVai, Some of it, a marginally more popularised version,
was done for publicationé attached to the nationalist cause. When

the new Irish state finally came into being, Celticism was firmly
established as a means whereby nationhood could be visually proclaimed,

though elements from the earlier revival were also used.

aghan
An example of how Celticism came to have an offical function can be

séen in the work of Art O'Murnaghan. A late exponent of the Celtic
Revival, O'Murnaghan was an actor by profession and self-taught as
an artist. Apparently he was busy as an illustrator and illuminator.
We've already seen his work, earlier on the Oireachtas programme

cover, 1902, and later in illustrations for the Dublin Magazine. Yis

work shows a deielopment from a rather stiff style in 1902 ta a

looser and more individual approach in the 1920's.

In 1922 a competition was held by the Irish Government to find an

artist to design Leabhar na hAiseirighe or the Book of Ressurection.

This was to be a Republican memorial celebrzting the winning of
independence. O'Murnaghan won the commission and worked from 1924-28
to complete nine and a half of the twenty seven illuminated pages
planned. Financial disputes arose between O'Murnaghan and the

committee. however, and work was suspended until the Department of
)

From then until his death in 1954

Education stepped in in 1943.




2570
another sixteen P2ges were completed but the book was mever finally

it
& Sr=d ol v together. The loose pages are now in the National
Museum, ;

1
O'Murnaghan's style of illumination, though clearly inspired by the

aucLent manuscripts, is a very personal interpretation. It combines

figurative work together with Eastern motifs, Celtic interlace,
zoomorphic forms, and lettering. The Eastern influence may be seen
€Specially in the 'Men of the Coasts' page ( illus.60 ). A turbulent

S€a, divided in two by a layer of extended interlace, predominates.

Above is land, and a stylised sky with stars in which sits a sun,
incorporated with a sail. Celtic interlace proliferates down the sides
0f the design, including stylized birds at the top of the design,

and stylized Eastern looking ships. There are inscriptions in Irish
and English at‘the bottom of the page. The design 1s exguisitely
coloured in blues with touches of red and gold. As Sheehy points out,
the treatment of the water and the ships has a particularily Eastern

feeling. One might also point out the oriental dragon in the centre

of the design.

‘Most characteristic of O'Murnaghan is his distortion of conventional

interlacing. This distortion may be explained, perhaps, by his belief,
reported by Larmour, that the lines of Celtic ornament should grow
out of natural forms. His interlace seems to have no rigid structure,
and looks as if someone had nulled one of the strands, causing it to
collapse in a heap! This may be seen in the'Treaty Page' ( illus.6l ).
This composition features a map of Ireland on :'which is superimposed
an elaborate Celtic confection, richly pattérned and coloured an§

i porating two ovals of lettering in Irish and English. The
incor
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60. The 'Men of the Coasts' page from Leabhar na hAiseirighe by
Art O'Murnaghan. ( The Rediscovery of Irelands Past )
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253
tri-colour ang elements from the British flag also appear.
Jeanne Sheehy findg O'Murnaghan's work "exquisitely decorative, fine
and intricately designed". Etienne Rynne, in the journal Topic 24,

1972, considers it a wonderful "blossoming forth", demonstrating that

& modern artist coulg be totally at home in an ancient style. Paul
Larmour Says that O'Murnaghan's work is the most "original graphic

Work" of the Revival: "an original interpretation and reworking of
thelollig "« . - conventions" and "freely developed, yet tightly controlled".

He says that O'Murnaghan went beyond the straight foreward Revival

and created an entirely personal art that was "new and vital",

In fact, this work is hardly 'new and vital! in any important sense

at allr It seems to me to be fairly clumsy in execution- cf. the
lettering, where letters on the same line are uneven in sizé and style-
and is a good example of g style so subjectively obsessive that it
fails to make itself available to anyone other than the artist. In
other words, his work is entirely ideosyncratic and is therefore

quite obscure and difficult to understand. It's not a true development,
Since it was too subjective to be part of a new trend. Indeed, it
‘'seems to me to be reslly the'end of the line! for the vogue for

'interpreting' Celtic ornament.

The Postage Stamps

The new Irish state adopted the symbols from the early revival and
the decorative style of.the Celtic Revival as a means for expressing
national identity. How far this went and for how long it continued
into the century is a topic worthy of investigation. But it's

worfhwhile dinaBIERLoR ook el el IS poEaEe et ann st oRk et
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indication of what havpened.

In 1922 a competition was held to choose designs for the new
definitives. The entries, without exception, were revivalist in style.
The winning designs are illustrated (illus.62 ). One of these, seen

here in the 3 ~peénce stamp, was by Millicent Girling, mentioned

earlier as an illustrator for the Dublin Magazine and a student of

Harry Clarke's -who didn't 1like the designs! It's interesting that

while Celtic ornament decorates all the stamps to some degree, 'emblems'

such as the shamrock, the high cross, and the sword of light, largely

predominate. In fact, the favoured aesthetic is a perfect example of

the 'transitional! Style identified earlier as appearing in publications

from the late 1890's to about 1910- a mixture of Celtic ornament, and

fairly representational renderings of these symbols or 'emblems'.

And some of thellosing designs show the transitional style even

more typically, especially some of those printed by O'Loughlin, Murphy
and Boland. In these, round towers, harps and sunbursts, together with

Celtic borders, proliferate,

Perhaps, after all, this was the revivalist style most popular with

the public!?
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AR outline phag been presénted of tﬁe progress of bcth popular

and Specialised graphic design during the Irish revivalist period-
from the early 19th-century birth of A Mew Bat of Menilen s
decorative Celtic Revival later. We have seen how Ireland gradually
adopted, in its graphic material, an iconography which it used,
firstly to encourage and educate itself, secondly to symbolize its

struggle for freedom, and thirdly to distinguish itself as a sovereign

state.

Our survey hasn't really been extensive enough to show how soon the
new iCOnography, promoted by the antiquarians and the Young Irelanders,
began to abpear in popular graphics other than those associated
directly with the revival. But by the mid-century the Repeal card,

the work of the firm of Marcus Ward, and ads in the Arts and
Manufactures catalogues show that it had begun to make an appearance.
And one ad in the latter contained a 'veritable catalogue' of the

new symbolism, suggesting that by this date such sentiments must have

become quite acceptable and desirable as a selling point.

At the same time, by 1861, Margaret Stokes's work shows that in

the specialised graphics area Celticism was also beginning to put in

an appearance.

In the 1890's the 'emblems' proliferated on journal covers and mastheads

connected in some way with the nationalist movement. So the groundwork

done by the antiquarians had finally had its effect.
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€anwhile the Celtic Revival which had dominated in the arts and
Crafts since the 1880's finally begins to show up. In the late 1890's
1t appears at first used in tandem with the earlier iconography,

1n a combination style which may be termed transitional- shamrocks

and round towers combined with Celtic interlace and Gaelic lettering.

Good examples of the transitional style were found in mastheads from

Fainne an Lae and the second Dublin Penny Journal. This style was not

fecessarily transitional in chronological terms, though this was

generally the case. For instance, the first stamps of the Free State

display this mixture of themes.

By the first decade of the 20th-century totally Celtic designs start

to appear, again in popular and broadly nationalist or revivalist

publications. Examples of this development were seen on the Oireachtas
programme covers. The 'emblems' had by then become suspect ideologically,

and were probably thought a little vulgar by Celtic Revivalists.

When nationality had to be expressed officially from 1922 on, the
older iconography was adopted once more, even if used with =a small

amount of Celtic ornament, as in the postage stamps., Perhaps, as i

‘suggested earlier, the old sentimental symbols, and the transitional I

style, were always the most popular with the public, anyway!

As far as illustration during the Celtic Revival goes, there seems

to have been a bit of a flowering in the 1920's, as can be seen

in journals like the Irish Homestead and the Dublin Magazine. No

single trend ran through this work, but many illustrators chose a
consciously Irish subject matter, or included Celtic motifs. When

they did use a Celtic approach there was no one style- illustrators
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dev 3
eloped their own brapg of Celticism, as can be seen in the work

of AE, A 0'Maoloidh and Art O'Murnaghen, among others.

In general, the Irish revival in both its phases was not really

a design revolution! During the first phase an iconagraphy was adopted
and superimposed upon traditional forms in all the applied arts, or
sometimes upOn-Gothic Revival forms. %hen the Celtic Revival took

Over in the specialisedq arts, the Arts and Crafts movement had come
into its own in England. Under the influence of the Gothic Revival
forms were being explored and refined, and materials fully exploited
for the first time, This movement had a great influence in Ireland
with English artists coming over to work and teach here, and Irish
artists being trained in London. The Celtic Revival happened at the

same time and the two elements mixed to produce a new style.

Perhaps this is one reason Why a separate design movement failed to
develop in tandem with the Celtic Revival., It's disappointing that
there was not more exploration of forms. Much of the work is simoly
Celtic ornament applied to given forms. This ornament was often
applied in a fairly straight forward way. ¥hen it was developed,
.by artists like O'Murnaghan, the results are not always very

sucessful!

The revival provided a wonderful opportunity for typographical
design. The popularity of writing in the Irish language created a
genuine need for good Gaelic typefaces.But this challenge was not
taken up. This failure was not due to any lack of awareness, as
we've seen, and there was much discussion of, and dissatisfaction

with, the available types. A precedent had been set, by William
?
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18, for a revivalist exploration in typography, but it was not
followegqd here,

0
ne other reason for the lack of exploration in design during the

Celtic Revival has to do with the artists themselves. Quite a few were

not professional 1in that they were also involved in other activities.

Where they were brofessional, they did not necessarily spend many

Yyears working within the Revival style, or in the same art. Charles

Russell, the pPainter,

1880's,

who produced some fine Revival ceramics in the

1s an example of this trend, as are the Yeats sisters to some

extent. So there must have been a certain lack of continuity.

But all this sald, the work of the Celtic Revival has a beauty

and an €nergy which makes it exciting, and very evocative for Irish

people. And a large and coherent body of work was produced in all the
applied arts from 1880 to well into the 20th-century. The exact extent

of its impact on graphic design deserves to be studied further.
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